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PREFACE. 


fTIHJi object of this book is to furnish a basis of theory for 
Karnatic Music, founded upon the science of intonation. 

The scales of the ragas, with the exception of Nattai and 
Ganavariti, have been verified by Mr. Natrajan and myself, and 
we are both firmly convinced that they are here represented with 
absolute accuracy. Mr. Natrajan sent the other two from his 
village. The scales could not be verified, but I have deduced 
them from the character of the melody and general experi¬ 
ence of Indian ragas, and entertain no doubt regarding their 
correctness. 

(1) At the second “All-India Music Conference” of 1918, 
great emphasis was laid upon the necessity for mass education. 
Reproaches have from time to time been levelled against Govern¬ 
ment for not interesting themselves more than they have done in 
this question. My own experience of the difficulties of the 
problem may be of some value. One cannot have a Mushrafkhan 


or Faiz Mohammad in every school. There are only a few 
competent teachers in the whole of India; they are mostly 
illiterate, and not seldom train up their children to other more 
lucrative or what are considered more honourable professions; as 
each singer dies, the danger to Indian music becomes more 
imminent. Theory is practically non-existent. Out of the two or 
three Government singing masters I have come across, one had 
been brought up upon the tempered harmonium, and another was 
uncertain of the intonation of the commonest scales. Correct 
intonation is only to be found practised by a few professionals, 
and they cannot impart their secrets, except by example. A great 
deal of spade work of the kind undertaken by the Philharmonic 
Society of Western India is necessary before mass education of 
any value can be inaugurated. 

As the present leaders of the All-India Music Conference take 
every opportunity of belittling the research work of the Phil- 
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PREFACE 


harmonic Society, upon which the present volume ultimately 
rests, I feel compelled to state that we do not admit the competence 
of that body to sit in judgment upon our work. If the reader is 
inclined to sift this matter further, I would recommend him to 
read our criticisms published in the “ Ragas of Hindustan,” Yol. II. 
(to be obtained from Mr. K. B. Deval, of Sangli). 

(2) The cost of publication of this volume has been met from 
subscriptions collected in the Dharwar district of the Bombay 
Presidency. The list of subscriptions is given in an appendix. 

E. Clements. 

Dharwae, 

Uth Oct ., 1919. 

I append the following note for the European musician. The 
time of the music will be evident from the grouping of the notes. 
The notation is best explained thus:— 


(1) The naturals (fl) give the scale of C major in just tuning; 

(2) ^ means higher by §J (the difference between the major and 
minor tone), and lower by §^, than the corresponding natural; 

(3) the low flats ('fc) form a descending string of just fifths from 
F; (4) Gb is a major third below B'fe, and the other flats (b) 
form an ascending string of just fifths; (5) G jr and D Jr are 
harmonic sevenths (J) from At? and Eb respectively. 


Some examples of Just Major scales. 
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THE RAGAS OF TANJORE. 

THE NOTATION AND THE THEORY OF KARNATIC MUSIC. 


I. NOTATION. 


T HE notation employed in this volume is described in detail in 
(1) “ Introduction to the Study of Indian Music ” (Longmans, 
Green & Co., London, 1913), and (2) “ The Ragas of Hindustan,” 
published by the Philharmonic Society of Western India (Arya 
Bhushan Press, Poona, 1918). I give a brief description of it. 

The staff notation of Europe has been employed before without 
modification in order to give an admittedly approximate repre¬ 
sentation of Indian Music. There is, however, no purpose to be 
served in giving an approximation to the truth instead of the 
truth itself. I have therefore adapted the notation so as to 
represent the actual notes of the Indian scales and the actual 
time employed. It is impossible to represent many of the subtle 
Indian embellishments in any notation which would be intelligible 
to the untrained reader. In the composition here published the 
letter g is used to distinguish those notes which are sung with the 
Indian form of grace known to some as gamak, and to others as 
murchhan. Where the sign is used over a note in the arohana or 
avarohuna, it means that that note is always to be sung with 
gamak in ascent or descent, as the case may be. 


The advantage of the staff notation is that it shows at a glance 
the relative pitch of a note or svara its time value and position in 
the melody. The reader will at once perceive that a melody in 
staff notation is easier to read, and takes up far less space than 
any detailed and exact notation hitherto used in India. It follows 
that it takes far less time to write. 

The sign ^ used at the beginning of a stave is an old 

European sign which makes the music intelligible to the European 
as well as to the Indian. Sa of the madhya saptak is placed on 
the first space reading from below ; the second space is given to 
ga; the third to pa, and the fourth to ni. The lines represent 
respectively ni of the mandra saptak, ri, ma, dha of the madhya 
saptak and sa of the tar saptak. Svaras below and above these 
are represented by what are known as leger lines, which are 
short lines fulfilling the same function as the five lines of the 
staff. 

The three saptaks are written as follows :— 


is 


Mandra. 

Sa ri ga ma pa dha ni. 


Madhya. 


w 


=i- 








Sa 


Tar. 




-e- 4=2. 

r r 1 - 


4 = 2 - 

3= 




'=?■ 


Sa ri ga ma pa dha ni. 


ga ma pa dha ni. Sa 
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THE RAGAS OF TANJORE 


The pitch of a svara is thus shown by the position of the note 
vertically; its place in the melody is shown by its position 
horizontally. Sa may be of any pitch that suits the performer. 
Pa is always a just fifth from sa. The position or pitch of the 
other notes compared with sa is shown by what is called an 
accidental. The accidentals corresponding to the several svaras, 
such as shuddh ri, chatusruti ri and so on, will be explained later. 
When an accidental is used it should precede the note on the line 
or space to which it belongs. To avoid a multiplicity of acci¬ 
dentals I make use of a ruga signature at the beginning of the 
composition. This signature is formed of the accidentals of all 
the svaras of the scale except sa and pa, together with, in the case 
of transilient or incomplete scales, an indication by the sign o 
that any particular svara is omitted. The accidentals and signs 
of the signature are alway written in the same order, ma, ni, ga, 
dha, ri, pa. Unless pa is “ varaj ” it will have no place in the 
signature, as pa is not a variable note. 

Specimens of Raga signatures :— 


K&d&nakutuh&la. Shank arfibharana. 



Digitized byGoOgle 


Where any svara is used in the raga in two different forms, 
one form is represented in the signature and an accidental is used 
to distinguish the other when it appears in the course of the 
composition. 

It is laid down in Indian text-books that the avarta may 
commence with the first tal (beat) or sam , or may commence at 
any other point of the time-measure. This obvious truth leads 
to a division of avartas into four classes. Nothing practical is 
achieved by drawing such distinctions. It is more convenient to 
use the word avarta as denoting any section of the music from one 
sam to the next. Using the word avarta in that sense, the 
notation assumes that a svara which has already appeared in an 
avarta and is repeated during the course of the same avarta is to 
be sung at the same pitch as before. If the variety of the svara 
is changed, it is therefore necessary to use an accidental. Subject 
to this rule, the accidentals in the signature govern all correspond¬ 
ing notes. 

Example:— 


ft, h ft—1 



' » r ' m " ■ m h J' I vUJ 


:T i J _ r m 

^ t-k '—1 1 i 1 : r 


The rules above described enable us to dispense to a large 
extent with the use of accidentals. The avarta is marked off by 

/ 

upright bar of this kind ^ 
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The sam falls immediately after the bar. The avarta is 
divided into sections by the beat known as tal. This division is 

shown by subsidiary bars, thus 

The ted falls immediately after the subsidiary bar. It is not 
necessary to use subsidiary bars except in the first complete 
avarta . The sections of the avarta are afterwards shown by 
appropriate grouping and spacing. At the beginning of each 
composition is a direction such as M = J = 48. This means that 
the matra is represented by the note J, and that 48 of these notes 
go to the minute. The exact time of the music is thereby 
indicated. The different talas or times used in this volume are 
here tabulated. 


Name of tala. 

Number of 
matras to 
the avarta. 

Mfttras on which 
the beat falls. 

Example. 

Ad! 

8 

1, 5, 7 

Kokiladhvani 

Desadi 

8 

1, 3, 7 

Kuntalavarali 

Rupak 

6 

1, 3 

Ramapriya 

Eka 

1 

1 

Bihag 

Chaptala 

7 

1 

Senjhoti 


The time value of a svara is indicated by the shape of the note. 
Silence (visranti) is shown by signs called rests ; their time value 
is indicated in a similar manner. 


Digitized by Google 


Note. 

Corresponding 

rest. 

English Name. 

Indian equivalent 
in matras in 
moderate time. 

iwi 


Breve 

8 

o 

— 

Semibreve 

4 

1 

& 

-— 

Minim 

2 

J 

r 

Crotchet 

1 

/ 

•> 1 

Quaver 

h 

J* 

1 

Semiquaver 

i 


q 

Demi-semiquaver 

l 


q 

*i i 

*] 1 

Semi-demisemiquaver 

A 


A dot after a note makes it half as long again. Two dots 
make a note one and three-quarters the length. 

Examples:— 

Notes. 

= one matra, J . = 1J matra, J .. = 1} matra. 
Corresponding Rests. 

r r i r i Jj 
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Just as rests are combined to make up the time-value required, 
notes may be combined in order to make the phrasing or group¬ 
ing stand out. For this purpose the tie or bind is used. Two 
notes of the same pitch joined by a tie are played as one note of 
the combined value of the two, thus:— 



MStras:— J 1 $ J 1 J 


A note sounded before the sam or lal and continued after such 
accent should always be represented in this manner in order that 
the divisions of the composition into dvartas and their sections 
should not be confused. 

The notes with hooks shown above are only used in that form 
when they come alone. When they appear in a time-group with 
other similar notes they are grouped together by joining their 
hooks thus— 

become n-. .v/ become 


Grouping with the addition of a numeral such as 3, 5, 6, 7, or 
9 has a special signification which it is n ot ne cessary to describe 

in this volume. Suffice it to say that -qp means, not three 

half matras, but three notes of £rd matra each. 


A double bar 


is used to mark the etid of any section 


of a composition, such as the pallavi , anupallavi , charana . It 
may occur at any place in an avarta. A double bar with dots 


—I -— is a direction that the composition is to be repeated from 

the point where the double bar in this form m has 

previously appeared. Double bars must always be so arranged 
that every avarta, except at times the first and last of the music, 
is a complete one. This is most important. 


Example:— 

Kadanakutuhala, Tala Adi. 


In this example, the initial truncated avarta is followed by a 
complete avarta, extending in the repeat, from a to b. Occasionally, 
the last bar before the repeat sign is changed after the repetition 
so as to lead to the next section. This is shown by the use of the 
numerals 1 and 2. The portion marked 1 is first to be performed, 
and, in the repeat, the portion marked 2 is to be performed in 
substitution for 1 which is omitted. This is more common in 
Hindustani music. 


Example 


Tintala. 




T$- 


HP 




m 




/ 


/ 

/ 


/ 
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If it is required to repeat a composition from the beginning or 
from a certain point and this cannot be conveniently indicated by 
a double bar and dots, the sign fg should be placed at the end and 
also over the point from which the repeat is to commence. The 
sign placed over a svara denotes the nyas svara or note upon 
which the composition finally comes to a close after all repetitions 
are concluded. 

Where the same note is repeated to one syllable of the song and 
the notes are not joined by a tie, the second note is sung by 
repeating the vowel sound of the syllable. 

The student who desires to master the Indian staff notation 


should study carefully the method of grouping notes The object 
aimed at is to make every detail of the time stand out at once to 
the eye. It may be noticed that the stems of notes not included 
in a group are written upwards or downwards according to 
whether the note is lower or higher than ma of the madliya saptak . 
The position of the stems of the notes of a group is governed by 
similar considerations. 

For the reader who prefers the short cuts to knowledge 
to the broad highway of instruction, I append a few exam¬ 
ples taken from this volume, with a full explanation of the 
notation. 


(1) Shankarabharana—Tana Varna. (Sa, ga, ma, pa, ni shuddh; ri, dha trisruti.) ma = gamak. 
tala = s am tal tal 

matra = 123456 78 


Charana = 

varaa = 

svara = 
laya = 


l--r 1 '" ,l " 1 -Ti 

-- 


=H- 


—rP - m r—p 

g i 1 ■ * 

\~~9 

-J - 

V / 


- / 


NI - - - - ra - - ja . kshi - ni - pai. 

pa dha ni sa sa dha pa pa ma ga ri ga ma pa ma dha pa sa ni dha pa ma ga ma ri ga ma 

A *********** A A 1 A ill ******** 


tala = 
matra = 

Pallavi = 

vama = 

svara = 
laya = 


(2) Saiiana—Kirtan. (Sa, ga, ma, pa shuddh; ri chatusruti, dha, ni trisruti.) 

tal tal 

2 8 4 5 6 7 8 


^a:^=:~gq 



r -- 

-j-— j • —— 1 -- 1 


-ru 



-j— j—J- -J — —A 

1 J » 

1 aLJ e 






Gi-ri pai.ne-la kon.na ra.mu - - 

ni s& ri ga ri sa sa ni ni sa dha dha ni sa ni sa ri ri ri ga ma ga ma ga ri ga ri 

****** * * * * i i * * * * I A * i A ****** 
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(3) Siddhasena—Kirtan. (Sa, ma, pa, shuddh; ri, ga, dha, ni trisruti.) 


tala = 
matra = 

() H, 

tal tal sam tal 

34 56 78/1 2 34 5 6 

/ 1 W k 


m —. 


r* t 


* N ! 




_ 

EEV-g K 

1 9 — W 

r - 




^ - -Pi- 


I 5S 


^ M — 



1 / ~ • 
varna = E - va - rai - na le - ra - ped - da - lu I - la - lo 

svara = sa ga ri ga ma nidha ma ma ri ga ri sa ni dh 

laya = 4 4 1 4 14 11 4 1 4 4 1 4 4 1 

. 2. ACCIDENTALS AND SCALES. 

-J- 

- na di - nu 
a ma pa dha 

4 14 4 


In this section, I propose to give the accidentals of all the 
svaras used in this volume, and some information regarding the 
scales of the ragas. This will complete my description of the 
Indian staff notation. 

It is impossible to explain the accidentals without anticipating 
some part of the theory, I shall therefore try, in as few words as 
possible, to give some idea of the intervals which the ancients 
designated as two srutis, three srutis and four srutis. 

Let the reader take a tambura, and sing antaraga to the drone. 
If he is used to Hindustani music, he will call it ga shuddh, or ga 
tivra. If he sings it correctly, it will blend with the drone ; if he 
sings it softly, it will merge in the drone and be hardly distinguish¬ 
able therefrom. Now let him sing ma shuddh (ma komal in 
Hindustani parlance). This note forms a perfect concord with the 
sa of the drone. The interval between these two svaras is two 
srutis or the just semitone. Now let him sing pa; the interval 
between ma and pa is four srutis or a major tone. It is a bold, 


cheerful interval; let him associate the interval with the idea of 
growth. Let him take this interval from sa; lie will be singing ri 
tivra or chatusruti, the ri of Mohanam, Hansadhvani, Natbhairavi. 
Now let him take antara ga again. The interval between ri and ga 
is smaller than that between sa and ri. It is known as three srutis, 
or the minor tone. It is a sad, passive interval, and should be 
associated with the idea of decay. Sa to ri should now be sung so 
as to give this three-sruti interval. He will be singing the ri, 
not of Mohanam, but of Kharaharapriya, Siddhasena, Sriranjani, 
Shankarabharana. Let him now try to realise the difference 
between the sddhdran ga, which is two srutis above the ri of 
Natbhairavi, and the sddhdran ga, which is two srutis above the 
ri of Kharaharapriya. The former blends with the drone, being a 
just minor third (six srutis) above sa; the^Latter fights against 
the drone, being a rough minor third (sweer srutis) above sa. 
Further information regarding musical intervals will be found 
in the next section. 
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The following Table gives the svaras used in this volume with 
accidentals and names to distinguish them, and shows how the 
names in common use correspond to those which I have been 
compelled to suggest. 


Names and Accidentals. 

Cross - corresponden¬ 
cies : with old names; 
new names suggested 
in brackets. 

Names in common 
use. 

(No other names 
are used by Mr. 
Natrajan.) 

shadj 

■ 


rishabh ^ 

mridu = ri ^ 
shuddh = ri b 
trisruti = ri 4 , 
chatusruti = ri tj 

= shuddh ga 
(or chyut ga) 

| shuddh ri 
| chatusruti ri 

gandhara 

' trisruti = ga & 
chatusruti = ga b 

< 

antara or 
shuddh = gafy 

= panchasruti ri 

shuddh ga 

sadharan ga 

antara ga 

madhyam 

shuddh = ma ^ 
pratimadhyam = 

=* mridu pa 
(or bhinn pa) 

shuddha ma 

pratimadhyam 
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Name and Accidentals. 

Cross - corresponden¬ 
cies : with old names ; 
new names suggested 
in brackets. 

Names in common 
use. 

(No other names 
are used by Mr. 
Natrajan.) 

pancham 



dhaivat 

' mridu = dha 
shuddh = dha b 
trisruti = dha -f 
. chatusruti = dha 

= shuddh ni 
(or chyut ni) 

| shuddh dha 
| chatusruti dha 


— 

— 

shuddh ni 

/ 

nishad < 

' V 

' trisruti = ni'fe 
chatusruti = ni b 
kakali or 
shuddh = ni ij 

= panchasruti dha 

| kaishik ni 

kakali ni 


In order to explain this Table, the first thing to do is to dispose 
of the cross-correspondencies, and so clear the way. I propose to 
discard these substitute notes from our sruti-system and to class 
them separately as bhinn. This is a Sanskrit term which was 
used by musioians at the time of Bharata. It means “ differing 
from ” or “ other than,” and can be quite well used for all substitute 
notes. The names at present in use are bad, as they introduce 
confusion into the system. More especially is it wrong to call 
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two of them, ga and ni, shuddh. The following scales will show 
the reason for substitute notes:— 


Sa ri ga ma pa dha ni s&. 



Sa ri ga ma pa dha ni sa. 



x> 

In singing to the syllables sa, ri, ga, etc., it is necessary in the 
first scale, to take one example, to sing ga to a svara which is 
really ri. It is a mere act of pedantry to include this note amongst 
the “ srutis ” of the note ga. The name mridu has been wrongly 
used for the substitute pa. Of all the ancient terms, bhvnn is the 
only one that fits it. Panchasruti for the ri and dha is correct. 


Chyut is more appropriate than shuddh for the ga and ni of the 
first scale. The word shuddh was first applied by theorists who 
wanted to adopt the system of the Sangit Ratnakar, a system 
which they did not in the least understand.* 

The shuddh scale. —The next thing is to fix a shuddh scale. 
The shuddh scale hitherto adopted has been that which is supposed 
to be the foundation of Melakarta No. 1 (Ka^hakangi). The 
theorists who have unfortunately been allowed to lay the 
foundations of musical theory in Southern India thought 
erroneously that the scale was:— 


1 htH 


j*L i_i_ 1 


tfw ; i : 'i 

342 CJ _l l_ 1 


and that it was identical with the ancient shadj grama. I think 
that scales of this type will be found to be sung as in the first of 
the three examples above given. I was not able to verify the 
scale to my complete satisfaction, as Mr. Natrajan’s repertoire did 
not, at the time of his visit, include ragas of this melakarta. One 
can assert positively that the scale bears not the faintest resemblance 
to the shadj grama. Scales of this kind are difficult to sing and 
appear to be dying out. In my opinion a better scale to choose 
is the one known in Hindustan as Bhairava, said to be similar to 
Mayamalavagavla. I believe that as in Hindustan, so in Southern 
India, the ri is sometimes sung flatter. But the simple form of 
the scale is:— 
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* See page 82. 















































Generated on 2012-04-10 22:36 GMT / http://hdl.handle.net/2027/inu.39000005832907 

Public Domain in the United States, Google-digitized / http://www.hathitrust. 0 rg/access_use#pd-us-g 00 gle 


NOTATION AND THEORY OF KARNATIC MUSIC 


15 


The meaning of a shuddh scale.— I propose to call the 
notes of this scale shuddh. Let me explain what is meant by shuddh. 
All Indian terms which refer to svaras and intervals are derived 
from stringed instruments with frets. It is usual for the first 
frets to give a scale of semitones, and after a certain point when 
they become more closely crowded together to widen them so as 
to give a scale of tones and semitones. The scale chosen for the 
normal position of the upper frets used to be called shuddh. In 
the next section I will explain more clearly the character and 
relative positions of the eighteen svaras which I find to be in 
common use. I shall also explain in what manner certain notes 
came, quite erroneously, to be called shuddh. The shuddh ri and 
shuddh dha of Southern India are entirely different notes from 
the shuddh ri and the shuddh dha of the Sangit Ratnakar; similarly, 
shuddh ga and shuddh ni bear not the slightest resemblance to 
the shuddh notes of ancient India. To adopt the Mayamalavagavla 
scale as the shuddh scale of Southern India does no violence to 
the feelings of musicians; some of the old writers have actually 
recommended this course, and the scale is one of the first to be 
taught and is very popular.* It only means a change in nomenclature 
in the case of two notes; shuddh ri, shuddh ma, shuddh dha will 
remain; the only changes made are from antara ga and kdkdli ni 
respectively to shuddh ga and shuddh ni. I may remark with 
regard to the classic theory of Indian music that antara ga, shuddh 


* I am not in favour of Shankarabharan as the shuddh scale. Mr. 
Natrajan sings it distinctly with ri and dha *f.. The Hindustani Bilaval, 
which is supposed to correspond, takes rij and dha Unscientific writers 
put Bihag (which takes rij and dhaQ) in the same family. We do not 
want any ambiguity in our shuddh scale. Mayamalavagavla (or Bhairava) 
is entirely free from this defect. 
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na, and kakali ni are the only notes which are still correctly named. 
But there is no reason why Karnatic music should try to clothe 
itself in terms borrowed from the shadj grama. If the shadj grama 
is to be clung to in spite of inconvenience, more changes will be 
necessary. Ri and dha b will no longer be shuddh, for instance. 
The shuddh scale will be that of Karaharapriya. On the whole it 
is better to adopt Mayamalavagavla as the basis of our nomenclature. 

The Remaining Notes. —Mridu, which I apply to the low 
rishab and low dhaivat, means “ soft/' These are soft notes, and 
the term mridu exactly applies to them. In Hindustani music 
they are commonly known as atikomal or komaltar. 

As I shall show, sadharan ga and kaishik ni, besides being 
double notes, do not correspond in either of their forms to the 
sadharan ga and kaishik ni of ancient India. The sadharan ga 
so-called includes a ga which is a rough minor third from sa, and 
one which is a true minor third from sa. The first makes a 
plaintive or virile mixture with the drone according to the raga, 
while the second forms a clear and sweet harmony. The same 
remark applies to the two varieties of the so-called kaishik ni with 
respect to the pancham of the drone. I propose calling the lower 
ga trisruti and the higher ga chatusruti, as they are respectively 
three and four srutis removed from ri shuddh. Similarly, trisruti 
and chatusruti ni are respectively three and four srutis from dha 
shuddh. The ancient Indian system assigned to every note the 
srutis separating it from the next lower note. 

The only notes remaining are the pairs of notes nowadays 
confused under the terms chatusruti ri and chatusruti dha. The 
lower note of each pair is a three sruti note, while the higher one 
is a four sruti note. The names I suggest, trisruti and chatusruti, 
conform accurately to classic theory. 
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Meaning of Diatonic and Chromatic as applied to scales. 

—I must now explain that a complete (or sampuma) diatonic (or 
gramic) scale consists of five whole tones of three or four srutis 
each and two semitones or intervals of two srutis. The sruti 
theory will be more fully explained below; it arose out of an 
attempt to solve the problems arising in diatonic music. To 
employ the sruti system to explain scales which are not diatonic 
would be futile. A scale commonly employed in the music of 
Southern India is the chromatic; such a scale includes more than 
two semitones. 

Classification of Kamatic scales. — I give below a collection 
of eleven half-scales or tetrachords. These are the janak tetra- 
chords of Southern India; all the scales in this book are built up 
from them. In the case of diatonic scales I give the sruti figure 
of each interval above the stave; these will help to explain the 
harmonic structure. 


12 3 4 



5 6 7 8 



A 


These are not by any means all the tetrachords that can be 
built up from harmonic intervals. I am tempted to add others, 
which a study of Hindustani music shows to be in use in this 
continent. 


12 3 4 



-j—-i-f--j- 

1 ~l—1, + 

1 1 ’ fl 



-j .—J t Jrz) b-s) 




rJ - 


tr 

5 

6* 

-1 —-i-i 

i - 

7 

4 4 3 

—,-,-1- 

8* 

|L 

7# —1 j, ■ 

tut). !i 

—i l 

' | L —■ 





Of these, Nos. 5 and G are the most favoured. The ga of No. 5 
forms a rich soft concord with the drone, the interval being the 
soft minor third. The ga of No. 6 is separated from sa by the 
ditone, and has an effect quite different from the lower ga (antara 
ga or shuddh ga as I prefer to call it). The reader may refer to 
the “ Kagas of Hindustan ” if he wishes to familiarise himself with 
the other intervals contained in these extra tetrachords. 

I now tabulate the scales of the ragas employed in this book, 
giving the numbers of the tetrachords and the accepted melakarta. 
The melakarta figures will show how inexact the present inalakarta 
system is.f 

* The accidental Jf is applied to a slightly sharpened note. Ga if. is a 
ditone (two major tones) from sa. Pa b is a fourth above ri t?; it is sharper 
than ma ft. It is sung to the syllable ma. 

t This system takes no account of hair’s-breadth differences in intervals. 
A rough collection of tetrachords is worked up into all possible combinations, 
in naming which, great ingenuity is displayed. 
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NOTATION AND 


Raga. 

Tetrachords 
(chromatic notes in 
brackets). 

Melakarta. 

Todi .... 

2-2 

8 

Saveri .... 

1-1 

15 

Chakravagam . 

1-6 

16 

Yasanta* .... 

4-10 

17 

Abheri .... 

6-2 (dhab) ) 


20 

Natbhairavi 

6-6 (dhab) 



Jayanta Shri* . . 

6-2 ) 



Mukhari .... 

7-3 (dha+) ] 


22 

Devamanohari* 

6-6 



Manirang 

6-11 



Shuddh Bangala 

7-7 



Siddhasena 

7.7 



Kapi .... 

CIO -6 (dhab) 

l (nib 



Jinkala .... 

7.7 * 



Sriranjani* 

7.7 



Kharaharapriya. 

7-7 



Sahana .... 

10-7 


28 

Nagasvaravali . 

10-7 



Kanabodhi 

9-7 



Harikambodhi . 

10-7 



Kapi Naravani* 

10-6 



Subhoshani* 

10-6 ; 
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Tetrachords 


Raga. 

(chromatic notes in 

Melakarta. 


brackets). 


Mohanam* ... 

10-9 


28 

Senjhoti .... 

7-7 (dhab) 



Kokildhvani 

10-7 



Kuntalavarali* . 

10-7 



Mandhu .... 

10-7 (nib) ) 


29 

Bangala* .... 

10-9 



Karnasravya* . 

10-9 



Bihag .... 

10-10 



Janaranjani 

10-10 



Kadanakutuhala 

10-10 



Hansadhvani* . 

10-10 



Shankarabharana 

9-9 



Garudadhvani . 

10-10 J 



Ramapriya 

5-6 

52 

Shanmukhapriya 

8-3 j 

[ 

56 

Kamavardhani . 

5-4 



Lathangi .... 

11-4 

. 63 

Kalyani .... 

11-10 

65 


Transilient, or incomplete scales, are shown by an asterisk. Their 
tetrachords have to be inferred. Chromatic notes, shown in 
brackets in the Table, are alternative notes, used for variety. 
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I close this section with a diagram of the srutis. 
an asterisk. 


Those which have substitutes in the form of bhinn svaras are marked with 



3. HARMONIES. 


The word harmony is derived from the Greek. The ancient 
Greeks would have described the eleven tetrachords, with which 
I have been dealing, as Harmonies, meaning thereby scales based 
on harmonic intervals. To understand what is meant by harmonic 
intervals, a good plan would be to listen to the drone of the 
tambura, and endeavour to distinguish the different sounds which 
are contained in the deep note shadj. Like any other musical 
note, it is not one simple sound but a bundle of sounds separated 
from one another by harmonic intervals. It should not be difficult 
to distinguish the shadj in the octave above, the pancham above 


that, the shadj in the second octave and the antara or shuddh ga 
in the second octave. It would .be a good plan to get some one to 
sing the ga of the tar saptak so as to guide the ear. When the 
singer ceases singing, the same ga will be heard in the shadj of 
the tambura. In this way Nature teaches us what intervals are 
pleasing to the ear. It is not at all surprising that a musical 
system which employs the drone like the Indian system should 
revel in a vast number of scales founded on natural intervals. If 
any singer with any pretence to a musical ear sets down to sing 
to the tambura, his shuddh madhyam, his pancham, his antara or 
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shuddh ga, come naturally to him, as they blend with the drone. 
In such a system of music one would expect the scales evolved to 
be built up upon concord and not to be founded on caprice. 

Captain Day, and those friends of his who came out to India 
armed with tuning forks, were quite prepared to hold that Indian 
music was based upon caprice or artificiality. In my opinion they 
showed therein very little imagination. Everyone with more than 
a superficial acquaintance with Indian instrumental music knows 
that a great number of the notes employed are obtained by 
increasing the tension of the wire, by pressing on it hard, or by 
dragging it to one side. Playing on the vina, like playing on the 
Greek lyre of old, is therefore largely a matter of guess-work. In 
these circumstances we cannot expect to find out much about the 
Indian scales by measuring the frets or measuring the sounds 
emitted by different stringed instruments. Yet this was the 
method adopted by Mr. Ellis and Mr. Hipkins, as described in 
page 21 of Captain Day’s “ Music and Musical Instruments of 
Southern India and the Deccan ” (London, Novello, Ewer & Co., 
1891). A similar want of imagination has been shown by those 
European and Indian gentlemen who have tried to solve the 
problem by a literal interpretation of ancient Indian works on 
music, combined with the use of mathematical tables. This 
procedure is still being followed in India. A search through old 
books on music the world over would fail to discover more than 
two ideas regarding the genesis of intervals. One is a string of 
fifths; but the most widespread is an imaginary division of 
the octave. The Pythagoreans in Greece, and, after them, the 
Arabians, favoured a string of fifths. All other ancient philosophers 
divided the octave in imagination into some number or other of 
equal parts. To take for example Aristoxenus, who flourished in 
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Greece about 350 B.c., it will be found that the only perfect 
harmonies he recognised were the octave, the fifth (sa to pa), and 
the fourth (sa to ma shuddh); he subtracted the fourth from the 
fifth and got what he was pleased to call the tone; so far, he was 
on safe ground. He then let his imagination run riot. He divided 
the tone up into a number of imaginary intervals which he called 
dieses. They are very much like the srutis of ancient India. The 
result was an imaginary division of the octave into twenty-four 
equal parts. These were subdivided again. This reminds one of 
the wonderful theories which Rao Saheb Abraham Pandither 
claims to have extracted from ancient Tamil authors. Where 
Abraham Pandither and others like him show a lack of imagination 
is that they do not attempt to realise the conditions regarding 
scientific knowledge under which the old Pandits lived. 
Science, needless to say, has not gone backwards during the 
Christian Era. 

The only way to investigate the scales of Indian music is to 
have an instrument constructed which can be accurately and 
scientifically tuned, and by means of that instrument to train one’s 
ears to distinguish one harmonic interval from another, and then 
to examine the Indian scales in order to see what harmonic 
intervals, if any, are used in their construction. The presumption 
should be that every interval used is some harmonic interval or 
other. Caprice, or artificiality, such as any kind of equal tempera¬ 
ment, must be the exception; it cannot be the rule. Another 
precept which the investigator should follow is to give all singers 
who have been brought up to play on the harmonium a wide berth. 
As far as I know, Mr. K. B. Deval and myself, the founders of the 
Philharmonic Society of Western India, were the first and the only 
investigators to follow such a plan. 
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The Sruti System. —The ancients in India called the fifth 
an interval of thirteen srutis. The fourth was nine srutis; the 
difference between the fourth and fifth, that is to say, the full tone, 
or major tone of Europe, between ma shuddli and pa, was therefore 
an interval of four srutis. The basis of most Indian scales is 
known if one familiarises one’s self with the interval of four srutis, 
and the interval from sa to antara or shuddh ga, that interval, as 
I have said, being found distinctly in the bundle of sounds which 
constitute the shadj of the tambura. Thus we get tetrachord 
No. 10, the intervals of which are four srutis, three srutis and two 
srutis. The trisruti interval between ri and ga is known to Europe 
as the minor tone. Some of the Indian scales begin with it, being 
built up of tetrachords 7 or 9. The interval of two srutis is the 
just semitone. It is a wide interval, and can easily be distinguished 
from the half tone of the tempered harmonium, It is also easier 
to sing. If we start our scale with this two sruti interval we get 
ri shuddh; if we add it after the trisruti ri we get trisruti ga, a 
note which is five srutis remote from sa. This note clashes with 
the drone and has a manly effect. The four sruti ga is separated 
by the same two sruti interval from the chatusruti ri. It blends 
with the drone; it is sweet and does not give the same impression 
of vigour or poignant grief as the trisruti ga. Pratimadhyam is 
two srutis below pa; kakali or shuddh nishad is two srutis below 
sa. Trisruti nishad is a full tone below sa; it is easy to sing, 
the major tone being much easier to grasp than the minor tone. 
Chatusruti nishad is a minor tone below sa. It will be found that 
the chatusruti ni attracts to itself the chatusruti dha, these notes 
being exactly a just semitone or two srutis apart. Similarly, the 
trisruti nishad and trisruti dhaivat, the chatusruti gandhar and 
chatusruti rishabh, the trisruti gandhar and trisruti rishabh are 
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found together. One does not expect to find, except in rare scales, 
such a combination as chatusruti ri and trisruti ga, because the 
interval between them is a diminished semitone. Such a com¬ 
bination as trisruti ri followed in the melody by chatusruti ga is, 
for all practical purposes, impossible. The interval between these 
notes formed part of the ancient gandhara grama, but it is quite 
obvious that the interval must have been carefully avoided in 
melodies composed in that grama, and it may also be remembered 
that the gandhara grama is only heard in heaven, according to the 
old Pandits. Before leaving this part of my subject I must draw 
attention to the trisruti dhaivat; it is easily to be distinguished 
from the chatusruti variety as it forms a very pleasing concord 
with shadj and with shuddh madhyam if that note should form 
part of the drone. Lastly, mridu ri and mridu dha are separated 
from sa and pa respectively by a very small semitone, which I 
call the soft semitone. There is no doubt as to the position of 
these notes; they form a very definite interval, and the trained 
Indian musician sings them with accuracy. 

The Science of Intervals. —The intervals above dealt with 
are all derived by combining together intervals to be found in the 
bundle of notes, called partial tones, which exist in what is always 
described as a single musical note. The prime note more or less 
overshadows the others, but their separate existence can be proved 
by suitable acoustical instruments. In the case of sa, the notes 
are sa, sa, pa, sa, ga (antara or shuddh), pa, ni (mridu ni, which is 
a good deal flatter than trisruti ni), sa, ri (chatusruti), ga (antara 
or shuddh). The partial beyond this ga get closer and closer 
together, so that they form intervals which in many instances can 
hardly be described as harmonic intervals. The vibration-numbers 
of this string of notes are in the proportion of the arithmetical 
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aeries 1, 2, 3, 4, 5, etc. From this series we learn one method of 
measuring intervals. If the first sa has 100 vibrations in a second, 
the second sa will have 200 . So the interval of the octave is 
defined by the ratio ^; pa to sa, the just fifth, is |‘; ma to sa, the 
just fourth, is |; ga (antara or shuddh) to sa is f; pa to ga (antara 
or shuddh) is £; and our ears tell us that this is the same interval 
as chatusruti ga to sa, that is to say, the interval ga to sa in raga 
Todi. We also find from this series that if we want to add two 
intervals together we must multiply their ratios ; and if we want 
to substract one from the other we must divide one ratio by the 
other. In this way we learn that the soft semitone is | J, the just 
semitone (two srutis) the minor tone (three srutis) the 
major tone (four srutis) $, the rough minor tliird (the complexity 
of the fraction indicates the dissonant character of the interval, 
example: trisruti ga to sa), the true minor third S; (chatusruti ga 
to sa, pa to ga antara or shuddh), the major third (example: 
ga antara or shuddh to sa, trisruti dha to ma shuddh, pa to 
chatusruti ga, ma shuddh to ri shuddh, ni kakali or shuddh to pa, 
sa to dha shuddh). The interval from trisruti dha to shadj will be 
found to be f. 

The reader who has any knowledge of mathematics will at 
once discover that these ratios are all incommensurate quantities; 
they cannot be obtained exactly from any equal division of the 
octave. Even when the octave is divided mathematically into 
1,200 minute equal intervals, no harmonic interval can be described 
as being exactly equal to any whole number of these small 
intervals. These small intervals are, however, very useful, as they 
Bhow better than ratios the relative size of musical intervals. 
They are made use of for this purpose by the acoustician and are 
called cents. An harmonic interval expressed in cents consists of 
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a whole number and an unending decimal fraction. In practice* 
the cent being so minute, it is sufficient, to compare intervals, to 
neglect the decimals, using the inte&Sals only. 

To close this section, I give a diagram showing the commoner 
intervals with their ratios and content to the nearest whole numbers 
in cents. As there are no Indian names for intervals as distin¬ 
guished from svaras or notes, except the inadequate sruti numbers, 
I have been compelled to adopt the latter with certain modifications 
as the Indian equivalents for the English names. 


The Chief Intervals. 


English names. 

Indian names. 

Ratio. 

Content 

in 

Cents. 

Examples. 

Soft semitone . 

2 srutis—soft 

n 

85 

sa 

to ri v 





pa 

to dha V 

Semitone . 

2 srutis 


112 

sa 

to rib 





ri + 

to ga'fe 





rij? 

to ga b 





g a i| 

to ma'fe 





maty 

to pa 





pa 

to dhab 





dha 

to ni\ 





dha to 

to nib 





nit 

to sa 
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English names. 

Indian names. 

Batio. 

Context 

in 

Cents. 

Example. 

English names. 

Indian names. 

Ratio. 

Context 

in 

Cents. 

Example. 

Minor tone 

3 srutis 

V 

182 

sa 

to ri*|. 

True minor third . 

6 srutis 

* 

316 

sa 

to gab 





rib 

to ga'ft 





ri + 

to mall 





gab 

to ma'k 





mab 

to dhal; 





pa 

to dha^ 





pa 

to nib 





ilhab 

to nil* 





dha •{. 

to sa 





nib 

to sa 





ni'fe 

to rib 

Major tone 

4 srutis 

0 

8 

204 

sa 

to ri 

Major third 

7 srutis 

* 

386 

sa 

to gal; 





rib 

to gab 





rib 

to ma'fc 





gafc 

to ma'fc 





gab 

to pa 





gab 

to majj 





ma'te 

to dha«|. 





pa 

to dha^ 





pa 

to nil; 





dhab 

to nib 





dhab 

to sa 





nil* 

to sa 





nil* 

to ri-f 

Soft tone . 

4 srutis—soft 

8 

7 

231 

rib 1 

to gab 





nib 

to ritj 





dha V 

to nib 

Fourth.... 

9 srutis 

i 

498 

sa 

to ma'fe 

Bough minor third 

5 srutis 

1 ? 

294 

sa 

to gal* 





ritf 

to pa 





"if 

to ma'tt 





gab 

to dhab 





pa 

to nil* 





gal; 

to dha 4 , 





dhal} 

to sa 



! 


ma^ft 

to ni'fe 





nib 

to rip 

’ 


1 


pa 

to sa 
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English names. 

Indian names. 

Ratio. 

Context 

in 

Cents. 

Example. 

Fourth — continued . 

9 srutis. 

3 

498 

dhab 

to rib 





dha to ri •$. 





dha if 

to ri 





ni'k 

to ga & 





nib 

to gab 





nijf 

to gaif 

Fifth .... 

13 srutis. 

3 

2 

702 

sa 

to pa 





rib 

to dha b 





rib 

to dha b 





Hi 

to dha^, 





rijf 

to dha |f 





ga'fe 

to ni'b 





gab 

to nib 





ga|f 

to nijf 





ma'fe 

to sa 





pa 

to rijf 





dhab 

to gab 
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English names. 

i 

i 

In lian names. 

Ratio. 

Content 

in 

Cents. 

Example. 

Fifth— continued . 

I 

13 srutis. 

3 

2 

j 702 

dha«f 

to gaif 





ni'fc 

to ma'fe 





nijf 

to ma|f 

Minor sixth 

15 srutis, 

8 

5 

814 

sa 

to dha b 


i.e. octave, 
less 7 srutis 



rijf 

to nib 





ri + 

to ni'b 





gaif 

to sa 



| 

ma'fe 

to rib 





Pa 

to gab 





dha 

to mafe 





nit} 

to pa 

Major sixth 

16 srutis, 

5 

3 

884 

sa 

to dha J. 

% 

i.e. octave, 
less 6 srutis 



rib 

to nil* 





gab 

to sa 




1 

matt 

to ri* 





dha if 

to maif 





nib 

to pa 
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THE RAGAS OF TANJORE 


4. VERIFICATION, 


The instrument which the Philharmonic Society chose for the 
purposes of research was a specially constructed harmonium 
containing twenty-three keys instead of the usual twelve. The 
notes were specially tuned so as to give practically every possible 
combination of the simple harmonic intervals from which natural 
scales are built up. The harmonium has often before been used 
for similar purposes, because it is possible to get its intervals 
mathematically accurate. The tone of the instrument is repellent 
;o European ears. Many people, European and Indian, have been 
prejudiced against our work because of this aversion on the one 
side, and a prejudice against anything not Indian on the other. 
These prejudices have prevented some people whose co-operation 
might have been useful from taking any interest in our researches. 

It would be a great pleasure to us if any Indian theorist would 
take the matter up, working on the same lines, and verify our 
results. In order to encourage an attempt to do this, I wish to 
explain what makes the harmonium a reliable instrument for the 
purposes of research and how its notes may be tuned to any 
required scale. 

It is first necessary to understand in some measure the pheno¬ 
menon of beats . The simplest instance of beats arises when two 
notes of very nearly the same pitch are sounded together. Two 
tamburas may be taken and the sa strings so tuned as to give a 
small interval less than a semitone. If these strings are sounded 
together in a sustained manner beats will be heard. The wider 
the interval the quicker the beats. The impression which slow 
beats give may be likened to a ripple in the volume of sound 
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occurring at stated intervals. Quick beats are like a regular 
pulsation. They may become so quick as to blend into mere 
roughness. A beat is an alternation in the volume of sound, a 
succession of maxima and minima of loudness. Let it be assumed 
that a particle of air under the influence of one of the notes moves 
backwards and forwards a hundred times in a second, and under 
the influence of the second note moves in exactly the same way in 
every respect except that it performs a hundred and one excursions 
in a second. If both notes attack the particle at the same time 
and in the same manner there will be a maximum effort to start 
with. The same conditions will be exactly repeated at the end of 
one second because one note will have completed a hundred 
excursions, and the other a hundred and one. Their forces will 
start together in the same way as before. During the interval 
they will not be together but in conflict. This will be most 
apparent at the middle point, for then one force will be pulling 
one way and the other the other way; the first note having com¬ 
pleted fifty vibrations and the second fifty and a half, the first will 
be beginning the fifty-first excursion while the second will be 
returning from the fiftieth. Hence two notes of respectively 100 
and 101 vibrations will give one beat a second. In the same way, 
it can be shown that two notes of 100 and 102 vibrations will give 
two beats in a second. They will begin the second together and 
at the end of half a second will be again together, because each 
one will have completed a whole number of vibrations. If, 
therefore, we take two notes which are near to one another in 
pitch the number of beats which the combination gives will 
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measure the difference in their vibration-numbers. But it is not 
only notes which are near one another in pitch that give beats; 
the same phenomenon occurs when two notes forming a simple 
harmonic interval are not quite in tune. Take sa and pa as an 
instance. If the pa is a little flat beats will be heard. Such 
beats are heard more distinctly on the harmonium than on most 
other instruments because the sound is prolonged and fairly 
uniform in quality, and because the notes are rich in partial tones. 
As I have already explained, each note is in reality a bundle of 
notes in the order of the harmonic series, the members of the 
bundle becoming weaker and weaker, generally speaking, as they 
get higher in pitch, and the strongest note of all, namely, the 
prime note, which gives its name to the whole bundle, over¬ 
shadowing all the rest. Among the bundle of notes which con¬ 
stitute sa is a pa in the second octave; this is the third member 
of the bundle. The very same note is the second member of the 
pa bundle. If the pa bundle is a little flat it is clear that two 
pa’s will result which will differ by a very small interval and give 
beats. If we take two notes sa, and ga shuddh or antara, and 
tune to the ga a little flat, we shall likewise get beats between the 
tar saptak ga of the sa bundle and the tar saptak ga of the ga 
bundle. Any consonant interval a little out of tune will give 
beats. 

A peculiarity of the harmonium is that as we gradually let the 
finger relax its pressure on a key, so the wind pressure on the 
vibrator diminishes, and the note gets flatter and flatter. If we 
enquire of any Indian maker of harmoniums, we learn that the 
way to sharpen a note is to scrape the vibrator at its point, and 
the way to flatten a note is to scrape the vibrator at its base. 

All we need do to arrive at a mechanical and accurate way of 


tuning the harmonium is to combine these facts with our knowledge 
of beats. The method of tuning is to hold down the two notes 
which require tuning and to see whether they give beats. Let us 
take F and C as an example, C being what is known to the makers 
as pitch C, that is to say, the note which fixes the pitch of all the 
others. The vibrator of that note is not to be touched. Now 
F and C are in what the Indians call shadja-panchamdbliava , that 
is to say, they give the interval sa to pa (the fifth). We hold 
down both keys and let the F key rise slowly, listening intently 
to see whether the beats get slower or more frequent. If they get 
slower, it is clear that F requires flattening, as flattening improves 
the interval; if they get more frequent, flattening makes the 
interval worse, hence F must be sharpened. The sharpening or 
flattening required is done by a careful scraping of the vibrator 
tongue at the tip or the base; experience will show what amount 
of scraping will be required. This simple artifice enables one to 
tune with complete accuracy, and so to obtain whatever harmonies 
one likes. Stringed instruments, such as the majority of Indian 
instruments, have to be tuned not mechanically but by ear. This 
introduces a personal element which should be avoided. 

An enterprising manufacturer of harmoniums in Sangli, 
Southern Mahratta Country, Mr. D. Y. Natu, has designed with 
my help a harmonium containing seventeen notes. This instru¬ 
ment is as easy to play on as the ordinary twelve-keyed 
harmonium. When these instruments are put on the market 
directions will be given with them, enabling the trained musician 
to ascertain which key he should choose as his shadj for any 
particular raga. 

p Experience shows that it is necessary to convey a warning to 
the orainary amateur. It is only upon the tempered harmonium, 
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which has an artificial scale built up of twelve equal divisions of 
the octave, that the choice of a key is a matter of indifference. 
Oriental music in tempered tones is, however, an abomination. 
The musician who appreciates the finer subtleties of his art will 
have nothing to do with the tempered harmonium. He will 
understand that on any instrument with a limited number of keys 


it is the riiga and its succession of intervals that govern the key¬ 
note, and not the pitch of the individual singer’s voice. 

It may be possible in the future for Mr. Natu to make 
American organs on the same pattern. The American organ has 
a softer tone than the harmonium and would undoubtedly become 
more popular if its virtues became known. 


5. THE EARLY HISTORY OF MUSIC 


The early history of music has been the theme of many 
European writers of diverse nationalities. Nevertheless, it is 
involved in almost inextricable confusion. For this there are 
many reasons. 

The European musician lives in an atmosphere of equal 
temperament. He is brought up to tolerate beats. He does not 
regard them as a defect and does not even notice them. He 
imagines that Nature has been in labour for several thousand 
years to bring forth equal temperament, and that harmonic music 
is impossible without it. He does not seem to realise that equal 
temperament was generally adopted as late as the middle of the nine¬ 
teenth century. What is equal temperament ? It is a collection of 
twelve notes to the octave giving twelve scales of exactly the same 
pattern, and therefore necessitating the division of the octave into 
twelve exactly equal parts. The ratio of these half tones or 

equal semitones is v y and their content in cents exactly 100. 

Equal temperament forms the basis of the staff notation and ftie 
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material of the composer, and is actually reproduced on all instru¬ 
ments with fixed keys. One would think that the abandonment 
of harmonic intervals for tempered ones, 702 cents for 700, 498 
for 500, 386 for 400, 316 for 300,204 and 182 for 200,112 for 100, 
would be a sufficient sacrifice. But the European musician has 
gone further. He makes all his ragas take ni kakali or shuddli 
in ascent, thus reducing them as far as possible to one pattern. 
This sharpened leading note (ni ft) is looked upon as one of the 
chief factors in the evolution of the modern harmonic system of 
music. Modes (or ragas) which do not take the sharp leading note 
to the ordinary musician are barbarous music. The tempered 
major and minor scales which hold the field almost to the exclusion 
of other modes, are supposed to be the representatives of the 
natural scales— 
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;—i It ! k ^- 
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Just Major Scale. 
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but, in practice, as can be gathered from the harmonies employed, 
they not seldom stand for— 



and more often, omitting from consideration the chromatic 
harmonies introduced for variety's sake, they should be written 
thus:— 



These are what the Greeks would call diatonic scales enriched 
with enharmonic notes, enharmonics being pairs of notes separated 
by one sruti (g J). 

The just major scale (the first of the above scales) is given an 
exaggerated importance. The writer of “The World’s Earliest 
Music ” (Hermann Smith, William Reeves, London), concludes his 
book with two chapters entitled, the first “ How the music grew,” 
and the second “ The final settlement of the scale.” This writer 
holds the opinion that the just major scale was the fruit for which 
the Greeks were unconsciously striving for a thousand years. The 
whole argument is based on prejudice and a misconception of 
the facts. The Greeks were in possession of the just major scale, 
which, I may remark, is the foundation of ragas Karnasravya 
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and Mohanam, for, at any rate, the greater part of the period 
named, as can be proved from their musical notation. The Greeks, 
however, do not seem to have attached much importance to the 
scale. They preferred their national Dorian scale, and probably 
regarded scales like the European just major as sugary. This may 
be illustrated from the ragas in the present volume. Out of them, 
raga Todi, is in the scale I am discussing; if taken from dhaivat 
to dhaivat it gives the exact intervals of the just major. Todi is 
undoubtedly a sweet raga. Let the reader contrast it with the 
raga described as a variety of Senjhoti. That raga has the same 
scale, but with one note omitted, as the Greek Dorian. The 
trisruti ni which it contains makes it a much more moving and 
manly scale than that of Todi. It is no wonder that European 
musicians, labouring under such delusions, describe the scales 
recorded by Ptolemy as “ decadent elaborations ” (Mr. J. Curtis, 
Hellenic Society’s Journal, 1913). They do not realise that music 
which consists mainly of melody must of necessity branch off into 
elaborate distinctions of scales. Such distinctions are as old as 
history; they were not only found in Greece but in India and 
other countries. 

When the historian holds views and prejudices such as I have 
described, it is almost beyond his power to understand Oriental 
music. As I have said, equal temperament gives twelve scales at 
different pitches, of exactly the same pattern. These are the keys 
of European music. They are looked upon as something almost 
inevitable, whereas in truth they are neither natural, nor at all 
desirable, as they cannot be obtained without sacrificing purity of 
intonation. Another peculiarity of equal temperament is that 
every note is a member of a chain of tempered fifths. By using 
the tempered fifth, 700 cents, instead of 702, we can start our 
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chain from C and return to C again after touching all the other 
notes in turn, in the order C, G, D, A and so on. In the Karnatic 
collection of notes this is impossible; the series is sa, pa, ri 
chatusruti, dha chatusruti, and here it stops; in the other direction 
we get sa, ma shuddh, ni trisruti, ga trisruti and no more. The 
European looks upon his chain of fifths as a mark of culture, 
forgetting that true harmony cannot be so fettered—hence, when 
he comes to study Arabian text-books of the fourteenth century 
and earlier {see Helmholtz on the “ Sensations of Tone,” Longmans, 
Green & Co., ch. XIV.), he is overjoyed to find a theory based 
upon a string of fifths. He accepts this at its face value, quite 
forgetting that it is mere theory, and is practically worthless, being 
an effort by an ignorant theorist to explain a collection of scales 
which had grown up long before the theory was invented. No 
Arabian or Persian instrument was ever tuned to this collection of 
notes. Similarly, if we critically examine the old Greek notation, 
we shall discover that it appears to be based upon a succession of 
fifths, adjusted, so as to make the chain complete, by a very small 
interval known to the acoustician as the skhisma. But we know 
that the scales and notes which formed the Greek collection of 
keys were never embodied in one instrument. Only two keys, the 
Lydian and Hypolydian, were in general use. One was not used 
at all. Three others were appropriated by the chorus. Two were 
employed for all purposes except for the lyre, while the remaining 
one was only to be obtained on a kind of organ called the 
hydraulis. The notation was very skilfully constructed, and the 
adjustment I have mentioned was made in order to obtain a system 
of keys without employing an unreasonable number of notes, the 
number to the octave being twenty-one. This adjustment was a 
kind of notational temperament. It would be absurd to suppose 
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that Greek singers tempered the notes they sang. It is therefore 
necessary to distinguish between a tempered notation and tempered 
music. In order to understand Oriental music, we must look upon 
each scale as having a separate existence. Some scales may be 
closely related, one being obtained from the other by changing one 
note or by omitting a note or two. But, if we look upon them as 
independent organisms, we shall avoid the fallacy into which so 
many writers have fallen, of regarding all the scales in a system 
as derivatives of some theoretical collection of notes. The ancient 
theorist was in an inferior position compared with the historian 
of to-day, in that he knew nothing of science. The only method 
which occurred to him of formulating a theory of music was to 
make a hotchpot of all the scales he knew and see how they 
appeared to divide up the octave, or how they would fit into an 
imaginary string of fifths. It is amusing to find from Helmholtz 
that, in modern times, the Arabian string of fifths has degenerated 
into an equal division of the octave into twenty-four parts. A 
German writer suggested that for this Christian missionaries with 
their tempered harmoniums were responsible. This hypothesis is 
in all probability the true explanation; Helmholtz calls it very 
unlikely. To my mind, Helmholtz, although he is an undoubted 
authority on the natural phenomena concerned, has not that 
breadth of outlook which the European must acquire before he can 
understand and appreciate Oriental music. 

I think it is necessary to warn the reader particularly 
against accepting the opinion of European theorists, that ancient 
Greek music was mainly based upon what is known as the 
scale of Pythagoras. The peculiarity of this scale, which I 
prefer to call the ditonal scale, is that all its tones are major 
tones; in consequence the semitones are diminished; the ratio 
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of the semitone is 1 reduced from -}-§ to §£!f. The scale is 
as follows:— 


#=j 
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The European historian has been misled into attaching too much 
importance to the ditonal scale. It was the shuddh scale of the 
Greeks; in other words, it was the scale to which the strings of 
lyre were tuned, The lyre was like the bina in this respect, that 
the performer did not confine his music to the notes which the 
open-strings gave, any more than the Vainik confines himself to the 
notes given by his frets. The fully developed lyre of ancient 
Greece had a bar by means of which one could increase the tension 
of the strings and raise the notes instantly by a semitone or any 
smaller interval. The ditonal scale, as far as I can discover, was 
no more a favourite scale in Greece than it ever has been in India. 
In Hindustani music, the lower tetrachord of the raga Gaud Sarang 
is in this scale. Not one of the ragas in this volume employs it. 

After this lengthy but extremely necessary digression, it will 
be obvious that nothing but the merest sketch of the early history 
of music can be given in the space at my disposal. 

The type of scale which is most widely diffused in all parts of 
the world, both amongst savage and civilised races, is the pentatonic 
{Odhava). I have given reasons in my “ Introduction to the Study 
of Indian Music ” for holding that the oldest of the Indian srutis 
can be arranged in two pentatonic scales. They are:— 


#-n 

•j 

-—1— 

--i-jto— n 


r 1 r~ 
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which, being transposed, are:— 


-1 ujj~ lvJ-~- ^ 


t 


,| L zd 


r=t t—*- 


The first is, except for the chatusruti dha, the scale of Molianam ; 
the second is very like the raga said to be a variety of jSenjhoti. 
The second was reputed to be the forerunner of the Greek Dorian 
mode. It was employed in its original pentatonic form in Delphian 
music (see the two long mural hymns to Apollo: “ Relics of Greek 
Melodies,” Teubner & Co.).* In Greece, as in India, the classical 
forms of music were preserved in religious songs. Karl Engel 
(“The Music of the most ancient Nations,” William Reeves, 
London) has given evidence which shows that a pentatonic scale 
similar to that of Mohanam is found throughout Asia, in parts of 
Africa and America, and in Scotland and Ireland. He is of opinion 
that it had its origin in some Asiatic system which preceda^the 
music of Assyria, India and Greece. 

We may assume that the nucleus from which all the chief 
systems of Oriental music sprang was a musical civilisation in 
Central Asia, which favoured the pentatonic scale in its various 
forms. The music spread to Phrygia, Egypt, Greece, Assyria, 
India, China, and across the Behring Straits into North America. 
The development of the branches so formed depended to a great 
extent on the musical instrument chiefly favoured by each nation. 
In Assyria and Egypt they had harp-like instruments with many 
strings; in Greece they had the lyre (the kithara ), which grew from 
a simple instrument with five strings to a many stringed instru¬ 
ment more like the harp. An instrument known as the tambura, 


* Supplement to “ Musici Scriptorea Gricci.” 
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in appearance something like the sitar of India, was also in nse in 
Egypt and Assyria. In India it appears that in the earliest times 
the theory was founded on a many-stringed instrument of the 
harp species. Later on, this appears to have been superseded by 
instruments with frets.* Nowadays the theory is founded upon 
fretted instruments which are generally spoken of as vinos. The 
use of many-stringed instruments suggested to the Greeks the 
construction of intricate notations and transposition-scales, a device 
by which one could modulate during a composition, changing the 
character and pitch of the prominent notes, in European phraseo¬ 
logy “ changing the key.” The Greeks were an enterprising people, 
always on the look-out for something new. We find them, in the 
fourth and fifth centuries b.c., elaborating a system of twelve 
keys,t seven of which were founded on one and the same scale, 
namely the Dorian. They also reduced to a science what I can 
best describe as the art of the sarangi player. Nowadays, in India, 
the sarangi frequently gives place to the violin. Both instruments 
are employed to add a free melodic accompaniment to the song. A 
clever violin player will indulge in most elaborate cadenzas of his 
own whenever he gets an opportunity. Otherwise he follows the 
voice as far as possible in order to support it. In Greece, as far 
back as 750 b.c., instrumentalists were vying with one another, 
showing what skill they could display in the blending of their own 
efforts with the voices of the singer or chorus. Their elaborate 
notation enabled them to write down these accompaniments and so 

* Frets may have been taken from the Dravidian System. The Aryan 
and Dravidian elements of Indian music cannot now be separated from one 
another. 

f The names of the keys ( tonoi ) are fifteen; there are, however, only 
twelve distinct keys. 
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bring them to a perfection which has never been dreamt of in India. 
A great deal of the musical art of the Greeks was destroyed during 
the Roman period. About the fourteenth century a book was 
written (known as “ Anonymus de Musica ”) which gave detailed 
information regarding Greek music. The old Greek modes were 
then partly forgotten, and the old Greek Harmonies seem to have 
completely disappeared; at any rate, the theory makes no mention, 
of them and ascribes to the Lydian key the ditonal scale, an error 
sufficient in itself to show that very little of the wonderful modal 
distinctions of the ancient Greeks had survived. Later on in 
Europe the art of music took a new lease of life. Its progress was 
conditioned by the mutilated remains of the Greek modes, the 
contrapuntal tradition, that is to say, what was left of the ancient 
art of combining together two independent and divergent melodies, 
and by the desire to modulate from one key to another. Keyed 
instruments, the primitive forerunners of the pianoforte, came into 
existence, and it came to be acknowledged that twelve notes gave 
the easiest arrangement for playing. It is impossible with twelve 
notes in just tuning to obtain much variety of mode or many 
different keys of the same pattern. It was soon realised that some 
compromise was necessary, some departure from correct tuning. 
Various plans were discussed and experimented with, with the 
ultimate result that equal temperament was adopted everywhere 
about 1850. Long before that time, European music had grown into 
a harmonic system, a thing the like of which had never before been 
imagined. Instead of depending mainly upon melody, that is, a 
succession of single notes, music was based upon a succession of 
chords. The key and mode, instead of being defined by melodic 
progressions alone, were established by two principal chords. At 
the same time, as I have already stated, the sharpened leading note 


Original from 

INDIANA UNIVERSITY 



Generated on 2012-04-10 22:42 GMT / http://hdl.handle.net/2027/inu.39000005832907 

Public Domain in the United States, Google-digitized / http://www.hathitrust. 0 rg/access_use#pd-us-g 00 gle 


NOTATION AND THEORY OF KARNATIC MUSIC 


31 


became a prominent feature. To prevent the monotony which 
such a paucity of mode made inevitable, modulation was more and 
more sought after, until it became the musician’s principal means 
of obtaining variety. European music has never been stagnant for 
long. It will develop still further, and I have no doubt that the 
direction it will take will be to hark back as far as possible to the 
old modes which were either forgotten or deliberately discarded. 
It must be remembered that, however widely European music 
differs from that of India, it is a direct descendant of the music of 
ancient Greece which was first cousin to the music of ancient India. 

From the next section, in which I will discuss some of the old 
Indian text-books, the reader may gather some information 
regarding the history of the Indian theory of music. Some day 
perhaps a writer will come who will trace the history of the music 
itself during the last two or three thousand years. The music of 
the Aryans appears to have been imposed upon an old Dravidian 
system. Later on Greek and Arabian influences have been at 
work. It is the fashion to ascribe the decadence of Indian music 
to Mahommedan influences. I am not at all sure that there is any 


just ground for this accusation.* At one time I was inclined to 
think that the soft intervals (such as §£, §-, l) were derived 
through the Mahommedans from the Greeks. From Ptolemy it is 
clear that soft scales had a great vogue in Greece. But I find that 
soft scales are in use in Southern India also; they appear to be 
amongst the oldest scales in the land. The existence of these 
scales has been concealed hitherto by an inadequate notation. 
A reference should be made to ragas Kamavardhani, Lathangi, 
and Ramapriya, all of which employ soft intervals. 

The music of Europe and the music of India belong to the 
same family. It may perhaps be inferred from the foregoing brief 
sketch of their ancestry and evolution that each has something to 
gain from the other. 


* The opinion, ventilated at the Delhi Music Conference, 1918, that the 
change in the shuddh scale from Kafi (Kharaharapriya) to Bil&val 
(Karnasravya with pa added) was due to Mahommedan influence, is entirely 
devoid of foundation. As will be shown, the confusion in which the theory 
is involved was introduced by Hindu Pandits, who did not realise that two 
distinct schools of music have existed side by side for over a thousand years. 


6. INDIAN 

This section deals with the rise and fall of the Indian Theory 
of Music. My object is to explain as far as possible how the 
theory originated and how, owing to the failure of the Southern 
Pandits to understand it, it became immersed in confusion from 
which it has been the privilege of the Philharmonic Society of 
Western India to extricate it. 
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THEORIES. 

The first spade work was performed by Mr. K. B. Deval of 
Sangli. Like the Pythagoreans of Greece, he had a dichord made, 
and for some years devoted himself to the measurement of the 
svaras used in the Indian ragas. His object was to discover the 
srutis which have replaced the srutis of ancient India. He arrived 
at a collection of twenty-two notes which divided up the octave into 
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a number of small intervals of different dimensions. His results 
were published in “ The Hindu Musical Scale and the 22 Srutis ” 
(Poona, 1910). I met Mr. Deval a few months before the book 
was published. In writing an introduction to his book, I suggested 
that an enquiry should be made into the nature of gramas and the 
constitution of ragas, and that an attempt should be made to replace 
the tempered harmonium which is found in so many Indian houses 
and schools by properly constructed and properly tuned keyed 
instruments. The Philharmonic Society was founded early in 
1912. Since then, the Society has concentrated its energies upon 
an examination of modern Hindustani music wdth the help of the 
Indian harmonium, a specially constructed instrument, the twenty- 
three keys of which have been arranged in such a manner as to 
make it feasible to play without great difficulty a large number of 
diatonic and soft scales. We have already published one volume 
entitled “ The Ragas of Hindustan a second volume is in the Press. 
In the present volume an attempt has been made to perform the 
same office with regard to Karnatic music. 

As a result of our investigations, I am convinced that it was a 
mistake to try and imitate the old sruti system by lumping together 
the notes of a large number of ragas. It is wrong to call a 
heterogeneous collection of notes taken from different scales “a 
musical scale.” Such a thing as a chromatic scale in the European 
sense, that is to say, a scale of semitones which may actually be 
employed in melody, is unknown to India. The Indian chromatic 
scale, which I have described above (see p. 16), is something 
quite different. A sruti-scale is a misnomer, a scale being a 
ladder of notes which is meant to be sung in ascent or descent. 

When I came to examine the old Sanskrit text-books, passages 
from which were very kindly translated for me by Mr. Y. N. 
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Bhatkhande of Bombay, it was soon apparent that there were two 
keys which unlocked the door of interpretation. One key was 
harmony and the other the existence of two separate schools of 
music. One of these schools is now practically extinct. It was 
found by Capt. Day to be associated with the music of Hindustan. 
The other school has dominated the music of Southern India from 
the very earliest times, if we are to believe Raosaheb Abraham, 
Pandither of Tanjore. He mentions a Tamil book entitled 
“ Silappadhikaran,” to which he ascribes the date 66 a.d. The 
names of the notes are quite different from those in use in the 
north of India. This ancient book is said to mention four gramas, 
of which one is described in terms of alakus or srutis. The sruti 
numbers given show clearly that the grama in question is identical 
with the madhyam grama, being the nishad murchhana thereof. 
If these facts are accepted, they show that the modern form of 
grama was at that very early period current in Southern India. 
I think it safe to assume at any rate that one of the two great 
schools of Indian music was Southern or Dravidian, while the 
other was Northern or Aryan. It would not be out of place to 
designate them as the Hanmanta and Bharata Matas. I shall have 
to revert to this subject later on. 

The earliest text-book of the Bharata Mata is the Natyasbastra 
of Bharata, the date of which cannot be later than the fifth century 
a.d. The theory originated in all probability many centuries 
before that time. The book appears to be a compilation which 
records the old traditions of Aryan music. A great deal of it is 
taken up with the description of gramas, murchanas and jatis, 
which may be translated parent-scales, scales and modes. The 
passages bearing on these subjects have been transcribed bodily in 
the “ Sangit Ratnakar of Sarangdev,^ a text-book of the thirteenth 
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century. Since then most writers have either ignored this part of 
the theory or quoted it without any attempt at explanation. My 
first task will be to explain what was meant by gramas, murchhanas 
and jatis. 

This part of the theory is in my opinion Aryan. It takes one 
back to the time when the principal instrument in use was the 
harp or lyre. The twenty-two sruti vina employed as an illustra¬ 
tion by Bharata was of that type. The idea of taking parent- 
scales, or Harmonies, and deriving modes therefrom by varying 
the starting point of the scale, is an idea shared by the Greeks, and 
is referable to many-stringed rather than many-fretted instruments. 
The fact that it forms no part of modern theories, and is compre¬ 
hended with the greatest difficulty by the Indian musician, 
professional or amateur, shows that it is contrary to the modern 
trend of thought. 

To understand the shadj grama we must imagine a harp with 
strings tuned to the shuddh notes ranging through three or four 
octaves. 

I give as much of the grama as can be included in the lines and 
spaces of the staff. 


Shadj Grama. 

Srutis = 248244 3 2 4 3 
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I will explain later on (pp. 30, 40) why this parent-scale was 
named after shadj, and the next after madhyam. The madhyam 
grama was as follows :— 


Madhyam Grama. 
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It was obtained by flattening the note pa. As the reader will 
perceive, this involves a change in the distribution of major and 
minor tones. Bharata says (ch. XXVIII, verse 4),“ in the madhyam- 
grama, pa and ri are samvadi; in the shadj grama, sa and pa.” 
In the former, pa and ri are a just fourth apart, and, in the latter, 
sa and pa are separated by a just fifth. Similarly, in the modern 
form of the gramas, in the shadj grama, dha is in tune with ri and 
not with ga, whereas in the madhyam grama, dha is in tune with 
ga, but not with ri. The modern forms are these:— 


Shadj Grama. 



Madhyam Gr&ma. 

3 2 4 3 


i 


3? 







Note that ri and dha take the places of sa and pa. The gramas, 
in Greece, were represented by the old Harmonies, Dorian, 
iEolian, Locrian, Ionian, rather than by the modes. The 
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Harmonies connoted, like the gramas, differences in the distri¬ 
bution of major or minor tones, and added to this a distinctive 
order of tones and semitones.; the modes had the last property 
only. 

To compose a melody in either grama, a certain range or 
compass must be selected out of the string of notes. This was 
known as the choice of a murchhand * The murchhana was a 
scale, distinguished by its lowest note, and bearing a fanciful 
name. As each grama contained seven different notes to the 
octave, each had seven murchhanas. I need not repeat their 
names. Examples of the shadj grama in the kirtans which follows 
are (1) Shuddha Bangala (dha murchhana), (2) Siddhasena (ma 
murchhana, (3) Jinkala (sa murchhana), (4) Sriranjani (dha 
murchhana), (5) Kharaharapriya (ni murchhana), (6) Senjhoti 
(sa murchhana). It may be inferred from the use of the term 
murchhana that Aryan music did not originally make use of the 
cfrone. Where there is a drone of sa and pa, or sa and ma, the 
scale is always made to start from sa. Similarly, in European 
music, with its tonic chord, the scale is always conceived of as 
starting from the “tonic” or key note. For instance, if we 
assume that the tune “ God save the King ” is in the scale of C 
major,t the modern scale and the murchhana of the tune would be 
represented thus:— 


C Major (Just tuning). Murchhana of “ God save the King.” 



* Not to be confounded with murchhan (see p. 7). 
f The scale has the D enharmonically doubled. 


In Greek music also, the scale of a composition was originally 
reckoned from the lowest note taken in the melody. It was only 
in later times that it became the fashion to make the scale start 
from one of the two principal notes of the mode. The reader may 
infer from this description of the murchhana that it is no longer an 
important part of the terminology of music. 

The jati of India corresponded exactly to the iropos or mode of 
Greece. Many factors combined to distinguish one mode from 
another, but the chief factor was the prominence given to one 
particular note. This note was called the vadi, or ansha svara. 
It was the note round which the melody continually circled and 
upon which it was always inclined to dwell and to come to rest. 
When the harp was in vogue, jatis were high or low in pitch 
according to the position of the note selected as the namasvara, or 
note from - which the jati took its name. The chief jatis were 
called shuddh jatis and were seven in number. They were (1) 
Shadji (shadj grama), (2) Arshabhi (shadj grama), (3) Gandhari 
(madhyam grama), (4) Madhyama (madhyam grama), (5) Panchami 
(madhyam grama), (6) Dhaivati (shadj grama), (7), Naishadi (shadj 
grama). As an example I give Naishadi in its ancient and modem 
forms:— 
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Gandhari is in the madhyam grama. Its scale is:— 
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In all these shuddh jatis the namsvara is generally the principal 
note ; in every case it is the final, that is to say, the note upon 
which every composition must close. Examples of Naishadi among 
the kirtans are Bihag, Janaranjani, Kadanakutuhala, Hansadhvani, 
Garudadhvani. Several ragas in this volume are in Madhyama, 
but in the shadja grama instead of the madhyam grama; they are 
Sahana, Nagasvaravali, Harikambodhi, Kokiladhvani, Kuntalavarali, 
Mandhu. Todi is in Arshabhi, but in the shadj grama instead of 
the madhyajn grama. Kambodhi is in the shuddh jali Madhyama, 
being in the madhyam grama. Mohanam, Bangala, Karnasravya 
are in Naishadi, but in the madhyam grama. Kalyani is in the 
shuddh jati Gandhari, as will be seen from the above scales. I do 
not think the jatis have anything beyond an academic value. The 
system of tetrachords called melakartas when treated scientifically, 
as I have attempted to treat it in Section 2, is better suited to the 
genius of modern Karnatic music. 

We now pass from the harp period to the period of the vina. 
This instrument was a fretted instrument with wires, three or four 
of which wero chanterelle-strings, that is, -s tring s w hieh-gave an 
unvarying accompaniment, such as is known to European musicians 
as a drone. The frets were movable; in Indian phraseology the 
instrument in vogue belonged to the class called “chala.” The 
wires were tuned as follows (according to Capt. Day, “ Music of 
Southern India,” p. 110):— 
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Left side. Finger-board. Right side. 


These notes are, in order, A, A (an octave below), D (a fifth below 
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that), A (still lower), E, C A. According to our notation, which 
makes F sa instead of C, they are D, D, G, D, A, F Jf, D, or, dha 
(madhya saptak), dha + (mandra), ri + (mandra), dha + (anuman- 
dra), gafy, sajf (a note not now in use), and dha+ (anumandra). 
Dhai and gafj corresponded to the sa and pa of the modern 
system ; and dha + and ri > to sa and ma ft. Dha + and ri +, like 
the modern pa and sa, were never altered. The wire upon which 
the melody was played was the rishabh wire. The frets gave to 
this wire the following notes: ri + (open wire), ga ft (first fret), 
gafy, maft, two pa's, two dha’s, nift, nify, sa, ri+, gaft, maft, pa, 
etc. I come to this conclusion partly by inference from the theory 
and partly from information supplied to me in 1916 by Mushraf- 
khan of Alwar, since deceased. Mushrafkhan was then one of the 
few living musicians who knew anything of the Bharata Mata 
system of tuning. His interview with me was described 
in “ Sankrit Research” (Bangalore, July, 1916). He said: 
“Over thirty years ago, Ramsing, Maharaja of Jeypore, con¬ 
vened a conference of musicians. I was then eighteen years old. 
I am now over fifty. The subject of starting an academy to 
teach hereditary musicians was mooted, but nothing came of 
it. We used to play the sitar with dhaivat as kharaj and 
the other open strings as dhaivat, gandhara tivra and rishabh. 
The shuddh scale was Kafi, and the melody was played on 
the rishabh wire. The last time I played in this tuning was 
five years ago. No one knows of it now, or ever asks for it.” In 
answer to my questions, he said that the conference decided that 
amateurs, that is, people who were not hereditary musicians, 
might be taught shadj tuning but never dhaivat tuning. He also 
said, and this fact is obvious from internal evidence, that the 
theory of the Sangit Ratnakar, which is copied from Bharata, is 
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founded upon dhaivat tuning. He showed me, on his own instru¬ 
ment, how the frets were placed in the normal or “ shuddh ” 
position. The mandra notes (up to sa) were separated by semitonic 
intervals. In this system, it was the practice to arrange the frets 
so as to give as far as possible the exact scale required. This may 
be contrasted with the practice of the Hanmanta Mata, according 
to which mind, or increase of tension, is one of the chief means of 
getting the right notes. The Bkarata Mata musician moved his 
frets and, when necessary, loosened his rishabh wire, and in this 
way got the scale of bis^pagawith the right intervals and properly 
in tune with the ohontoreH e strings. The shuddh scale, as in 
modem systems where movable frets are used, began from sa. 
This scale was the scale of the shadj grama, in other words, 
that of Shadji.* The mandra notes from the ri + of the open 
wire up to sa gave a series of semitones. I infer from the fact 
that no other suitable notes are mentioned in the theory that the 
extra pa and dha were respectively pa£ and dhab (see the 
description of the gandlmra grama below). Each fret was looked 
upon as being the owner of the interval below it. Thus, in the 
shuddh scale, sa had four srutis, ri three, ga two, ma four, pa four, 
dha three and ni two. When a fret was moved, the note of that 
fret became vikrit (or changed) ; the note above was also deemed 
vikrit because its number of srutis was altered. Bharata gives us 
very little information about vikrits. He only mentions specifically 
three, namely, the altered pa of the madhyam grama, antara ga 
and kakali ni. The commentary on ch. XXYI1I, verse 35, makes 
the matter somewhat clearer. It is as follows:—“ Each murchhana 
is produced in two ways—thus, in the shadj grama, when ga, in 

* The grama may have been named by performers on the vina. Other¬ 
wise it is difficult to explain why it was named after one note. 
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the murchhana or grama, is raised two srutis and made into dha. 
(So also in the madhyam grama, murchhanas assume two forms, 
(l) when the dha is lowered, (2) when the ni is raised.)* This is 
calling the same thing by another name, because the sruti intervals 
are not changed. The interval between pa and dha is four srutis. 
Even so, raising gandhara gives an interval of four srutis. The 
remaining svaras likewise become madliyamadi.\ ” If we raise ga 
in the shadj grama to antara ga we get the madhyam grama, sa 
becoming madhyam, ri becoming the vikrit or chyut pancham, 
and antara ga becoming dhaivat. Thus— 


Madhyam Grama Equivalents. 
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b us lower the dha of the madhyam grama. This gives the 
lg scale:— 

Shadj Grama Equivalents. 
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The latter half of the part in brackets is more difficult. A reference 
to the Sangit Katnakar shows that what the commentator had in 
mind was grama sadhdrana , which was as follows :— 


* The brackets are necessary as the part so enclose^ is a digression, 
t This seems to mean “ pertaining to the madhyam grama.’* 
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Shadj Grama Equivalents. 
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The vikrit svaras made use of in these changes (except the lowered 
dhaivat of the second example) are described in detail in the Sangit 
Eatnakar. Most of the names of the vikrits appear below the 
notes in the last scale. Four other vikrits result when ga and ni 
are raised to antara ga and kakali ni; ma and sa are then termed 
vikrit or achyut, not because their frets are moved, but because 
their number of srutis is diminished. The vikrit pa of grama 
sadharan is reckoned as a separate vikrit from the chyut pa of the 
madhyamgrama, although it is the same note. Altogether there 


are therefore seven shuddh svaras in this system and twelve vikrits. 
The gandhara grama introduces four altogether new vikrits (see 
below), making sixteen. The changes above outlined would not 
be sufficient in themselves to produce all the seven jatis with their 
respective namasvarus in tune with the drone. Recourse was had 
to the further device of apakarshan , whereby was meant the 
slackening of the rishabh wire. I give below what I gather to 
have been the method employed in the Bharata Mata to obtain 
the scales of the Jatis. 


Jati. 

Pitch of Namasvara. 

How obtained. 

Shadj i . 

ri + 

grama sadharan. 

Arshabhi 

ri > 

no change. 

Gandhari 

ri + 

chyut pa for madhyam grama: 
apakarshan of two srutis. 

Madhyama . 

gaij 

chyut pa : apakarshan of two 
srutis. 

Panchami 

ri + 

madhyam grama, obtained by 
using antara ga. 

Dhaivati 

dha + 

no change. 

Naishadi 

dha + . 

apakarshan of two srutis. 


In the last two instances, the shadj grama, obtained from the 
madhyam grama by using dha \ (with apakarshan of two srutis in 
the case of Naishadi), will give the required scales from ri «|». 
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It will be noticed that the drone should be ri + over dha ^ in 
all cases except Madhyama. In Southern Indian phraseology the 
drone ri over dha would be termed “ panchama sruti ” and ga over 
dha, “shadja sruti ” {see Capt. Day, p. 113). 

I am afraid the reader will find the technology of the Bharata 
Mata difficult to understand. If he remembers that the sign + 
always means the lowering of an interval by one sruti, or the 
diagrams above given will solve all fiis difficulties. In the last 
example, the first scale is the same as the second, but one sruti 
lower (f^). Antara ga, again, is a major tone above ri. When 
the sign ^ is placed before ga, it makes it a minor tone or three 
srutis above ri. In the description of grama sadharana contained 
in verses 42 to 47, Prakarana 3, of the Sangit Ratnakar, sadharana 
ga is described as being of three srutis; similarly kaishik ni is of 
three srutis. These notes are therefore separated by a minor tone 
from the fixed notes ri and dha.* Chyut madhyam bears the 
accidental fe. The second inclined line in this sign shows that it 
is one sruti, or § J lower than ma shuddh. The way in which 
changes of frets are described in the Sangit Ratnakar is picturesque 
but somewhat puzzling. This will be seen when I come to deal 
with the gandhara grama. I have now given sufficient information 
to show how ail ordinary music was played in the Bharata Mata 
system. Before leaving the subject I have a few remarks to make 
about the gandhara grama and the sruti system in general. 

The description of the gandhara grama is contained in Prakaran 
4 of the Sangit Ratnakar, verses 4 and 5. Verse 4, “when 
gandhara takes one sruti from ri and one from ma, that is the 
gandhara grama. In this arrangement, dha also takes a sruti 

•* They were ga + and ni +; not ga Tfc or ni 'fc or fr, as the Karnatic 

musicians thought. 


from pa; and ni takes one from dha and one from sa.” Verse 5, 
“ Narada called this arrangement the gandhara grama. This grama 
is practised by celestial musicians.” 

Ga has two srutis; taking one from ri, it becomes the owner 
of three srutis and sends ri down by one sruti; it now takes one 
from ma, so that ma becomes a note of three srutis, and ga one of 
four srutis. Ri is now a just semitone above sa. So ri and ga 
must be rib and gab. Dha takes a sruti from pa, sending pa 
down; ni takes one from dha, making dha dha tf; pa being three 
srutis below this dha must be pab'. Ni behaves just like ga and 
becomes nib. Pab would be a fourth above rib, and therefore 
four srutis below dha b; hence I use the sign )f to show that it is 
higher by I give the gandhara grama in the staff notation 
with its equivalents. The sruti figures are here inappropriate, 
because the three-sruti interval between ma and pa works out to 
§J, or 134 cents, which is quite a different interval from the other 
three-sruti intervals between ga and ma, and ni and sa. This 
interval of 134 cents is an awkward one. I therefore assume that 
it was avoided in singing. On this assumption I have ventured 
to compose the little exercise in the modern form of the gandhara 
grama, which, along with some vocal sruti exercises, precedes 
Mr. Natrajan’s Kirtans. 

Gandhara Grama Equivalents. 
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I have hitherto taken it for granted that the interval of one 
sruti means 22 cents or gj, two srutis 112 cents or three srutis 
182 cents or four srutis 204 cents or g. I now give my reasons 
for interpreting the sruti system in this manner. 

Verse 51, Prakaran 3, of the Sangit Ratnakar, tells us that 
samvadi svaras are those between which are eight or twelve srutis. 
We learn from the Natyashastra, ch. XXVIII, commentary upon 
verse 23, that svaras are samvadi to each other between which 
there is an interval of nine or thirteen srutis. These two statements 
come to the same thing. The octave consists of twenty-two srutis; 
the next consonant intervals consist of thirteen srutis and nine 
srutis. There can be no doubt whatever that thirteen srutis are 
equivalent to the just fifth (702 cents, |) and nine srutis to the just 
fourth (498 cents, §). The difference between these two, the 
difference between ma and pa in the shadj grama, is four srutis, 
that is, the major tone (204 cents, §). The two principal gramas 
contain two small intervals of two srutis and two large intervals 
of three or four srutis. We know what the interval of four srutis 
is; can there be any reasonable doubt as to the others ? If ga is 
raised to antara ga it is two srutis below ma; is it too much to 
assume that this antara ga is a major third (386 cents, £) from sa ? 
If we make this assumption, the other srutis fall into line at once, 
and we have two srutis the just semitone, and three srutis the minor 
tone. The pramana sruti, being the difference between the major 
tone and minor tone, is No other interpretation will throw any 


light on the Bliarata Mata system, and no other interpretation 
will be in accord with modern practice, there being no doubt 
whatever that the greater number of the Indian ragas are based 
upon diatonic scales with three major tones, two minor tones and 
two semitones. 

In Mr. Deval’s pamphlet, “The Theory of Indian Music as 
expounded by Somnath” (Arya Bhushan Press, 1916), I have been 
taken to task for omitting from my “ Introduction to the study of 
Indian Music ” part of the commentary on Bharata’s Natyashastra, 
ch. XXVIII, verse 25. The part omitted deals with a description 
of the two sruti vinas. This passage has been transcribed in an 
abbreviated form in the Sangit Ratnakar, and Somnath, the author 
of Ragavibodha, has to his own entire satisfaction dealt with the 
subject in terms of frets. I purposely omitted this passage of the 
Natyashastra because I did not think it worthy of notice. To my 
mind it only supports the obvious inference that the author 
of the sruti system thought that the sruti w r as a unit of 
measurement. 

As I have already stated, 1, 2, 3, 4 srutis are respectively 22, 
112, 182 and 204 cents. The pramana sruti , or sruti of measure¬ 
ment, is 22 cents. If the original theorist did not mean this to be 
the unit, what possible object could he have in describing intervals 
in terms of this quantity ? To suppose that he knew that 
his srutis were unequal to a degree, is not to attribute to 
him much sagacity. If one reflects upon the difficulties of 
judging, by ear alone, the relative sizes of musical intervals, 
it cannot be a matter of surprise that the sruti system should 
prove inexact. 

As there has been a good deal of controversy regarding the 
sruti vinas , I propose to state what I consider to be the meaning 
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of the passage in question. Each of the two vinas is tuned to the 
shadj grama at exactly the same pitch. The musician then, by 
ear, lowers the pa by the pramana sruti, so as to turn it into the 
madhyam grama. Keeping the altered pa unchanged, he lowers 
the other notes so as to get the shadj grama again. He now has 
two shadj gramas, one of which is lower than the other by 22 cents 
or |^. He now goes through the whole process again and so gets 
two shadj gramas, one of which is lower than the other by 44 cents 
or §? * §4- He asserts that it will then be observed that the ga 
and ni of the lowered vina will coincide with the ri and ga of the 
first vina. Here, it appears to me, that he is wrong, because 44 
cents is quite a different interval from 112 cents. Mr. 
Fox-Strangway8 (“ The Music of Hindustan,” Oxford, 1914, 
p. 112) appears to me to misunderstand this passage. I now pass 
on to the Hanmanta Mata. 

The Sangit Ratnakar. —The Sangit Ratnakar was written 
in the thirteenth century by Sarangdev, who is said to have been 
a resident of Devgiri (afterwards called Daulatabad). Vijayanagar, 
after the Mahommedan invasion of the Deccan, became the greatest 
centre of music in the Deccan and Southern India. It was 
destroyed by the King of Bijapur in 1565. From that time the 
centre of gravity of the music of Southern India shifted to Tanjore, 
where it still remains. Although Sarangdev’s theory belongs 
exclusively to the Bharata Mata he does not appear to me to 
adhere to it consistently in the examples he gives in describing 
various grama ragas. In most instances he, or his commentator, 
gives the scale as “ the shuddh notes of the shadj grama,” or “ the 
shuddh notes of the madhyam grama.” But from an examination 
of the jatis and grama ragas, I think he has mixed up the practice 
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of the two Matas and that his description of the scales is not to be 
relied upon. There is a very significant passage in his chapter on 
gramas and murchhanas (Prakaran 4, verses 14 and 15) : “ Some 
say that the last six murchhanas of the shadj grama are got by 
putting each of the notes ni, dha, pa, ma, ga, ri respectively on sa. 
The same principle may be adopted in the madhyam grama. That 
is to say, in place of the original first murchhana ma, pa, dha, ni, 
sa, ri, ga, ma, is to be read ga, ma, pa, dha, ni, sa, ri, ga and so on.” 
This passage shows incontestably that shadj tuning, in other words, 
Hanmanta Mata tuning, was then practised. That is the tuning 
which has survived to this day, having ousted its rival of the 
Bharata Mata. I think it is necessary to add one word to the 
above passage in explanation. I think that the madhyam grama 
was named from the antara ga variety. If, instead of lowering pa, 
which was the theoretical way of arriving at the madhyam 
grama, one raised ga to antara ga, one obtained the madhyam 
grama starting from sa. Sa became ma, ri became pa, antara 
ga became ni and so on. This assumption serves to explain 
why the grama was called the madhyam grama. It also 
helps us to understand how the transition was made without 
great difficulty from the Bharata Mata into a system where 
the namasvara or fundamental note of every raga became 
fixed as sa. 

The Hanmanta Mata. —The predominant characteristic of 
shadj tuning , or the Hanmanta Mata , is the fixity of sa and 
pa. In this respect, these two notes take the place of the 
ri ^ and dha of the Bharata Mata . The wires on the 
finger-board are generally tuned to anumandra sa, anumandra 
pa, mandra sa, mandra ma. The real intervals employed are 
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no longer disguised by apcilcarshan. The speaking-wire (mandra 
ma) suffers no relaxation, the scale required being obtained 
from the frets, either with or without mind. Mind or mend , 
as the reader probably knows, is an artifice commonly employed 
to sharpen the note given by a fret. This is effected, sometimes 
by pressing hard on the wire behind the fret, and sometimes 
by pulling it to one side and so heightening the tension. In all 
vinas with fixed frets (known as “ achal ”), the frets give a scale 
of twelve semitones in both the mandra and madliya saptaks. 
The following notes are those employed for the twelve frets 
by a well-known satarmaker of the Southern Maratha Country 
(Husseinkhan of Miraj). The Karnatic practice is probably the 
same except that ri 4 , may be used in place of ri fy. 

In this system, mridu ri and dha (If) are obtainable by mind from 
sa and pa respectively, ri if from ri 4 (assuming that the fret gives 
ri 4 ), ga b from ga % dha if from dha 4 , and ni b from ni % No one 
thought of naming these new notes, any more than the Bharata 
Mata artist thought of inquiring into the nature of the intervals he 
obtained by apalcarshan of the whole wire. For example, if the 
wire is lowered so as to make the ni 'fe of the fret coincide with 
dha 4 , sa becomes ni if, and ri 4 becomes sa Jf, thus introducing a 
new note altogether (sa x ££ = dha x £). Perhaps it is as well 
that these refinements were kept out of the Bharata Mata theory ; 
but to keep the mind notes out of modern theory is disastrous; 
it encourages the amateur to think that twelve notes are quite 
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sufficient for all his ragas.* The singer is often unacquainted with 
the technique of the vina. When he finds that only twelve notes 
are named, he may fall into the snare of imagining that twelve 
notes are all he need sing. He may even go so far as to accom¬ 
pany himself on a tempered harmonium. Thus, a theory which 
the xainik may find adequate, is a veritable pitfall for the 
singer. 

I have been compelled by these considerations to put forward 
new suggestions for the naming of the notes. The present system, 
or lack of system, is well described in the following passage from 
a modern book (Mr. T. Naidu’s “ Gana Vidya Sanjivani ”) :— 
“ Sarangdev, the author of the Sangit Ratnakar, makes mention of 
twelve vikrit notes. Most of the Hindu musicians are agreed in 
adopting this division, except Somnath, the author of Raga Vibodha, 
who speaks of only seven vikrits. The one division which is now 
in common use is that of Hanumdn , who is reputed to be one of 
the greatest authorities on Hindu music. In this system, sa and 
pa do not undergo any changes; ri is of three kinds, shuddh, 
chatusruti and shatsruti; ga is also of three kinds, shuddh, 
sadharan and antara; ma of two kinds, shuddh and prati; dha of 
three kinds, shuddha, chatusruti and shatsruti; ni of three kinds, 
shuddha, kaishik and kakali. In this classification, chatusruti and 
shatsruti ri are identical with shuddh and sadharan ga, and 
chatusruti and shatsruti dha are identical with shuddh and kaishik 
ni. This scale does not differ materially from the European scale.” 
The following Table shows how Mr. Naidu’s terminology corre¬ 
sponds to the facts 


* This was the opinion actually arrived at by a majority of votes at the 
Baroda Music Conference of 1916. 
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Mr. Naidu’s names. 

Notes. Substitutes. 


Suggested names. 


sa 

mridu | 
shuddh j 
trisruti 
chatusruti 
trisruti 
chatusruti 
shuddh 
shuddh 
prati 
pa 

mridu | 

shuddh ) 

trisruti 

chatusruti 

trisruti 

chatusruti 

shuddh 


sa 

shuddh ri 
chatusruti ri 

sadharan ga 

antara ga 
shuddh ma 
prati ma 
pa 

shuddh dha 


kaishik ni 
kakali ni 


= shuddh ga 
= shatsruti ri 


= shatsruti dha 


chatusruti dha = shuddh ni 


Two of Mr. Naidu’s names, sadharan and kaishik, are complete 
misnomers; his system is also disfigured, to my mind, by his 
bestowing the appellation shuddh upon his lowest ga and ni, notes 
which are really substitutes or bhinn svaras, as I have already 
explained (Section 2). To show how these errors were introduced 
I shall have to disentangle the theories of Sanskrit writers 
subsequent to the Sangit Ratnakar, writers whom Mr. Bhatkhande 
classes together as the Southern Pandits. 

The Southern Pandits. —The first is Ahobal Pandit, the 
author of Sangit Parijdt. Mr. Fox-Strangways puts him in the 
eighteenth century; Capt. Day in the seventeenth. I take him 
first, as he is the only one who knows what the shadj grama was. 
This is proved by the fact that he identifies it with the Kamatic 
ragas such as Sriraga, Kharaharapriya, which take the Kafi scale. 
He names twenty-two notes besides the shuddh notes of this scale, 
using such terms as purva, komal, tivra, tivratar, tivratam, 
atitivratam. In describing the ragas themselves, however, he 
takes scant notice of these names. In order to reconcile his theory 
with that of the Sangit Ratnakar, he asserts that he will use seven 
shuddh notes and twelve vikrits, but, if his ragas be examined 
carefully, it will be found that he names five vikrits only, and 
these are: komal ri (now called shuddh ri), tivra ga (antara), 
tivratar ma (prati), komal dha (shuddh), tivra ni (kakali). His 
substitute notes are: (1) purva ga = shuddh ri (ri*(.), evidently 
meant for the Kamatic shuddh ga of the present day; (2) tivratar 
ri=ga'fe; (3) atitivratam ga = ma'fc; (4) purva ni = shuddh dha 
(dha«j>), meant for the present shuddh ni; tivratar dha = ni'fe. 
Ahobal had a wealth of names to choose from; it is to be regretted 
that he did not apply his mind to the vital but elusive distinctions 
between the Indian scales. Ahobal, and other authors including 
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Somnath, give in more or less detail the relative position of the 
frets on the finger-board. It is not profitable to discuss this 
subject. The tension of the wire is a disturbing factor for one 
thing, and the use of mind upsets all calculations of the scale 
based upon such data. The data are also, in my opinion, most 
inaccurate and untrustworthy. 

The Svaramelakalanidhi of Rama Amatya was written in 1550. 
His svaras are the same as Mr. Naidu’s. In place of chatusruti 
(ri and dha) he uses the word panchasruti . He describes the 
Sriraga scale as sa, panchasruti ri, sadharan ga, pa, panchasruti 
dha, kaishik ni. He calls pratimadhyam, chyut pancham ma. 
He sometimes uses the names chyutmadhyam ga, and chyutshadj 
ni for the antara and kakali. He follows the Bharata Mata in an 
endeavour to place his svaras among the twenty-two srutis. There 
can be no doubt from the ragas he gives as to what his svaras were. 
We can here put a finger on the original error of the Karnatie 
system . Rip, in a vain attempt to follow the Sangit Ratnakar, 
is called a note of three srutis, shuddh ga (ri tj) a note of 
two srutis, and so on. It is obvious why the out-of-the-way 
Ka^nakangi scale was seized upon. Having confounded dvisruti 
ri (rib) with trisrutiri (ri ^), the originator of the modern Karnatie 
system looked round for a scale which gave an even smaller 
interval between ri and ga, and lit upon Karnakangi. This is 
why the substitute ga and ni of that scale have acquired the high 
sounding name shuddh. A much more common variety of ga 
was the ga of Sriraga (ga '&), or that of Todi (ga b), or the antara 
ga (gatj) of Kalyani, Mayamalavgavla. The names sadharan, 
antara, kaishik, kakali were hunted up out of the Sangit Ratnakar, 
and dragged into use to describe these common scales. By a lucky 
chance, antara and kakali fell into their right places; the other 
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two are complete misnomers, as the reader will perceive if he refers 
back to the description of grama sadharan. Kama Amatya was the 
first culprit. He obviously was completely out of touch with the 
Bharata Mata; otherwise he would have known that its 
terminology could not be applied haphazard to such a widely 
divergent system as that of the Hanmanta Mata. The shuddh ga 
(gaft), of the Bharata Mata was five srutis from sa; having 
wrongly identified it with the ga of K^hakangi (really ri fa), 
Kama Amatya felt compelled to call ri panchasruti. Modern 
musicians, who seem to have acquired a primitive notion of the 
nature of a four sruti interval, have corrected this term to chatusruti. 
Otherwise, Kama Amatya’s erratic technology has been accepted 
without demur by all succeeding writers. 

I do not propose to deal separately with Kaja Tulaji, author of 
the Sangit Saramrit (circ. 1770), or the Chaturdandi Prakashika 
(arc. 1660). The latter is said to be the principal treatise followed 
by modem Karnatie musicians. The author, for some unknown 
reason, makes things worse, by putting the antara and kakali only 
one sruti below ma and sa. A treatise which seems to call for 
special mention is the Kaga Yibodha of Somnath (1609). This 
treatise is held in considerable esteem possibly on account of the 
many ragas which it describes. Part of it was translated in 1912 
in the “ Indian Music Journal ” of Mysore, of which Mr. H. P. 
Krishnarao was the editor. Mr. Deval has translated the main 
portions of the theory in his pamphlet entitled “ Theory of Indian 
Music as expounded by Somnath” (Aryabhushan Press, Poona, 
1916). Mr. Deval was particularly struck by passages dealing 
with svaras which the author describes as svayambhu, or “self- 
originated.” These are the “ harmonics ” of the violinist. They 
are faint notes obtained by lightly touching a vibrating wire or 


Original from 

INDIANA UNIVERSITY 


Generated on 2012-04-10 22:47 GMT / http://hdl.handle.net/2027/inu.39000005832907 

Public Domain in the United States, Google-digitized / http://www.hathitrust. 0 rg/access_use#pd-us-g 00 gle 


44 


THE RAGAS OF TANJORE 


string at any point separated from one end by an aliquot part of the 
whole vibrating length. The effect is to create a node at that 
point, and make the wire or string vibrate in segments. Thus, 
if the point is one-fifth from one end, the string will vibrate in 
five equal segments; if the note of the open string is of 100 
vibrations, the note thus obtained will be of 500 vibrations. The 
same note will be produced by stopping the wire at the point in 
question, and plucking it or bowing it at the shorter end. If the 
point is in the centre of the string, the octave will result. 
Harmonics have probably been known to players on stringed 
instruments from the very beginnings of music. The octave is 
produced in this way by the modem Welsh harpist. In ancient 
Greece this method of obtaining the octave was so much in vogue 
that a verb which may be rendered “ to magadise,” was actually 
coined to describe it (Aristotle, Prob. XIX, 18). Had Somnath 
been at all accurate in describing his magadising centres in 
reference to his frets, the information might have proved of some 
value. Somnath must have borrowed his theory without 
acknowledgment from the Svaramelakalanidhi. It is inconceivable 
that two authors should independently plunge into the same 
morass. Having adopted these errors, he sinks into still deeper 
confusion, in his attempt to apply the vadi and samvadi 
rule given by Sarangdev to his collection of shuddh and 
vikrit notes. To elucidate his discourse, he gives all the 
frets on his vina in detail, and distributes them among 
the twenty-two srutis He does not know that the Ratnakar 
notes were never meant for shadj tuning. He then discovers 
that, although his sa (anumandra), pa (anumandra), sa (mandra), 
and ma (mandra) wires give respectively, at the second 
fret, ga, ni, ga and pa, all “shuddh,” that is, rify, dhaij, 
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ri fy, pa,* still pa is not samvadi with any of the other three, 
because it is neither nine nor thirteen srutis distant from any of 
them. Again, at the fourth fret, appear the nondescript collection 
gafy (mridu ma), ni tf (mridu sa), gafy, and dhal?, How one 
straight fret could produce these svaras from sa, pa, sa, ma, passes 
comprehension. He does not attempt to explain these difficulties, 
and is apparently quite satisfied that everything is for the best. 
The only part of his theory which betrays any real insight is to 
be found in Viveka II, verses 36 to 39, where he advises his 
reader to adjust his frets by ear as well as by theory, and to get 
any extra notes he may want by what he calls “ akarshan,” in 
other words, by wind . 

The student who desires to satisfy himself regarding the 
antiquity of the Indian names of svaras could not do better than 
peruse Pingle’s “ Indian Music ” (E. S. Press, Bombay, 1898). The 
derivation of the names of notes is an interesting subject. It 
must not be lightly assumed that, because pancham is the fifth 
note in Bharata Mata or Hanmanta Mata scales, the name was 
invented after those schools of music arose. I think it may more 
reasonably be referred to the time when the principal instrument 
was the harp or lyre. 

An analysis of the shdstras or treatises on the subject therefore 
suggests the following view as regards the evolution of Indian 
music. The Aryans appear to have favoured an instrument of the 
harp species. This was succeeded by a vina with movable frets. 
The system of tuning adopted enabled the performer to get the 
scale required with its chief svara in tune with the chanterelle 


* It is from the ragas they describe, that the svaras of the Southern 
Pandits are made known. 
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strings dha +, ri + or dha +, ga if. This method of playing is now 
almost if not altogether extinct. Mushrafkhan, who was well 
versed in it, died recently. It required an exact knowledge of the 
order of major and minor tones (intervals of four and three srutis) 
in every scale. The system may be briefly described as the use of 
svaras shuddh and vikrit plus apakarshan . The method which 
now holds the field has also been practised for many centuries. 
It requires no acquaintance with theories or sruti systems. If his 
frets are movable, the player adjusts the intervals from sa or pa 
by ear; if the frets are fixed, he knows how to vary the notes 
by increasing the tension of the wire (dkarshan or mind). 
Briefly put, twelve semitones plus dkarshan , describes the present 
system. The theories which have sprung up in the last three 
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centuries take no account of the notes obtained by mind. The 
result is that the Indian amateur fancies that twelve notes to 
the octave (the number given by the fixed frets) are sufficient for 
all purposes. Herein lies a danger, because the transition from 
such an inadequate theory to equal temperament is easy. 

Modern India has inherited a wonderful system employing a 
vast number of scales capable of representing all shades of 
feeling. Equal temperament tends to destroy utterly this elaborate 
structure. The only means of combating this insidious enemy 
is to construct and popularise an accurate theory of intonation; 
I know of no other way to preserve the art of Indian music. 
This is my justification for renaming the notes of Karnatic music, 
and putting before the public a new version of the Staff Notation. 
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32, 36, 40, 44 

Harmonies 

18, 30 

harmonics 

. 43 

harmonium, tuning of 

. 25 

„ verification by 

. 24 

Helmholz 

. 28 

Hipkins 

. 19 

history of music, early 

. 26 

I 

intervals, chief 

. 21 


intervals, measurement of, by ratios 
„ „ by cents 

„ Science of 


jdtis 


J 

K 


PAGES 
. 21 
. 21 
. 20 

34,37 


kaishik ni 
kdkali ni 

Karnatic system, error of 
keys 

H. P. Krishnarao 

L 

leading note . 


13, 37, 43 
13, 36, 43 
. 43 

. 30 

. 43 


26 

44 

31 


magadise 
Mahommedans 
matra, the chief Indian unit of time in 
music . . . .9 

mdakarta . . . . 16,35 

mind . . . . .41, 43, 45 

mode or tropos . . . .34 

Every parent-scale can be made to provide 
as many modes as it has notes. The essence 
of the mode is the prominence given to one 
note of the parent-scale. This prominence 
may be given in the melody, or by using the 
note in question as the chief note of the drone. 
The scale of the mode is usually taken from 
that prominent note. In modern Indian music 
the chief note of the drone is sa. ^ During a 
performance, the same performer does not 
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pages 

usually change the pitch of his sa. Hence the 
relationship which exists between different 
scales, and distinguishes them as modes of the 
same parent-scale is not at once apparent. 
The subject of modes is rendered still more 
complex by the fact that the chief note of the 
melody is not always sa. In the author’s 
opinion it is better to regard the mode as one 
proceeding from sa in such cases, than as one 
based upon the predominant note of the melody. 


modulation 

. 30 

mridu .... 

13,15 

murchhan . . . 

7, 34 

murchhana 

. 34 

Mushrafkhan . 

. 35 

N 

T. Naidu 

. 41 

D. V. Natu, instrument maker 

of Sangli 25 

Natyashastra of Bharata, The 

32, 36 

notation 

. 7 

notes, names of 

13, 42 

nyas svara 

. 11 

o 

odhava, or pentatonic scale 

. 29 

P 

A. Pandither, Eao Saheb 

. 19 

pentatonic scale 

. 29 

Philharmonic Society 

19, 31 

Pingle on Indian Music 

. 44 

Ptolemy 

. 27 

Pythagoreans 

. 19 


R PAGES 

raga ...... 16 

Definition . — A raga is a type of melody, dis¬ 
tinguished by a scale, by the order and manner 
in which the notes of the scale are used, by its 
gamak or mv/rchhan , by the time of the day 
or night when it may be performed, etc. 

ragas, various, mentioned herein .15, 17, 27, 

29, 34, 35 

raga signature ..... 8 

B&gas of Hindustan, the . . .32 

Saga Vibodha of Somnath . . .43 

Baja Tulaji, author of Sangit Saramrit . 43 

Batna Amatya, author of Svaramela- 
kalanidhi . . . . .43 

repeat sign . . . . .10 

rests ...... 9 


s 

sadhdran ga . . . .13, 37, 42 

sam , the chief stress in the avarta . 9 


samvadi .... 

. 39 

Sangit Parijat . 

. 42 

„ Batnakar 

. 37, 38, 40 

„ Saramrit 

. 43 

saptak .... 

. 7 

sarangi-player, art of the . 

. 30 

scale, chromatic, diatonic . 

. 16 

„ ditonal . 

. 29 

„ major, minor . 

. 26 

„ pentatonic 

. 29 

„ starting point of 

. 34 

„ shuddh . 

. 15 


PAGES 

skhisma . . . . .28 

Definition .—Take seven just fifths from a 
given note downwards, and four octaves up. 

7 x 702 cents less 4,800 is 114. The difference 
between this interval and the just semitone, 

112 cents, is known as the skhisma. In skhis- 
matic temperament, a close approximation to 
the just semitone is obtained in the way 
indicated, tuning by a string of just fifths. 


Somnath 

. 43 

sruti system . 

. 10, 20, 39 

sruti vina 

. 39 

substitute notes 

. 13 

svara, the Indian name for a 

note of a 

scale .... 

. 7 

Svaramelakalanidhi . 

. 43 

T 

tala . . 

. 9 

temperament . 

. 26,30,45 

tempered notation 

. 28 

tetrachord 

. 16 

theories, Indian 

. 31 

tie .... 

. 10 

treatises, Sanskrit (see under 

“ Sangit ” 


Somnath, Svaramelahalanidhi, Bha- 
rata). 


v 

vddi ...... 34 

verification . . . . .24 

vikrit ...... 36 
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THE RAGAS OF TANJORE 


NOTE REGARDING COMPOSERS. 


T HE songs in this volume were written down in a form of 
the Indian Tonic-solfa notation by Mr. Nat raj an, and sung 
to the accompaniment of the Indian harmonium. He is the 
first singer in his family. His father, Vaidyanad Iyer (or more 
correctly Aiyar), is a prominent landholder of Sengalipuram 
in the Tanjore district, noted for his many charities. The Tamil 
method of writing Mr. Natrajan’s name is Vaidyanad Iyer 
Kumaran Natrajan. Mr. Natrajan’s teachers were Radha-Krishna 
Iyer and Anantram Iyer, violinist. The latter was a pupil of 
the famous Krishna Iyer of Tirukkodi Kaval, Krishna Iyer 
himself having learnt music from a pupil of Sri Tyagarajaswami. 
Mr. Natrajan has given me the following information about the 
composers. 

(1) Sri Tyagarajaswami. —Tyagarajan was the younger 
son of a Telugu Brahmin named Ramabrahmam and his 
wife Santi, residents of Trivedi, a sacred place five miles 
from Tanjore. Tyagarajan learnt music from Santivina 
Venkatramdas. He composed more than 24,000 kirtans in 
praise of Rama. He was once invited by the Rajah of Tanjore 
to compose adulatory songs in his honour. He replied that 
the worship of Rama was more important than going to Court, 
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and declined. He went on many pilgrimages with his pupils. 
He died at the age of 88 in the year 1846. He taught kirtans 
freely to all who desired to learn. 

(2) Patnam Subramani Iyer.— This composer wrote more 
than 400 kirtans in praise of his family deity, Venkatesh of 
Tirupati. He lived first in Madras, and then in Trivedi. He 
died about twenty years ago. 

(3) Mahavaidyanad Iyer. — Mahavaidyanad was an 
orthodox devotee of Shiva. He lived in Kayacheri, a small 
village in the Tanjore district. He composed about a hundred 
kirtans in Sanskrit and Tamil, and died about twenty-five 
years ago. 

(4) Annamalai Kavirayar.— Kavirayar means a poet. 
Annamalai belonged to the village of Sennikulam; he wor¬ 
shipped the god Subramaniya (son of Shiva), in whose praise 
he composed several kirtans in Tamil. 

(5) Arunagiri Nadar.— This poet wrote more than five 
thousand Tamil hymns in praise of the god Subramaniya. 
He was noted for the purity of his poetic diction and for his 
skill in the matter of tala. 
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(6) Shrinivas Iyengar. — Shrinivas belonged to the 
Ramnad district and was the Court poet of the Maharaja of 
Ramnad. He composed nearly 200 hymns in Telugu and 
Tamil. He was the disciple of Patnam Subramani Iyer. He 
died in 1919 in his fifty-second year. 

(7) Muttuswami Diksiiitar. —Muttuswami Dikshitar of 
Trivalur, Tanjoro district, composed many kirtans in praise of 
Shiva. He would not for any consideration compose songs in 
praise of any one but God. He died about seventy years ago. 


(8) Vainikvidvan Kuppu Iyer. —Kuppu Iyer was a famous 
player on the bina. His kirtans are very popular. 

(9) Garbhapurivasar. —Little is known of this composer. 
His kirtans are sung all over Southern India. 

(10) Raja Yogi. —Raja Yogi is a pseudonym of a young 
singer of the Tanjore district who prefers to remain unknown. 
He is well acquainted with the theory and practice of music, 
and has composed many songs and kirtans. 


SRUTI EXERCISES 

(To be sung to a sa drone). 
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TANA VARNA. 

uifa frre ^rr*i ^ 


Arohana. 


O Master! My mind yearns after Thee. Despise not this Thy servant, 
but deign to be merciful, O Lotus-eyed deity! 

SHANKARABHARANA (Mela 29). 

Avarohana. 


£ 






Tala Adi. 

M = J = 48. 

/ Pallavi 


Tana Varna (Gamak svara = ma). 

(All notes without words to be sung in sa, ri, ga, etc., and slightly staccato.) 


TySgarajaswami. 



Ta - 


ma - sa 


- mu Be - - ya 


ka . . da - - ya jU 


da - - ra ra - ja 
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2 

KIRTANS. 


’n9 


m TT^T Tftvzm 

nS> \9 


TWTjmVTl ^ -qft^TT 
^tfn TTT^J HK 

TT 




C\ Vf> V® 

^FTTR ^cT 


I miss Thy smiling face, O Rama; save me! Are not Thy companions wise 
counsellors? Did the great Garuda (vehicle of Vishnu), when Thy command 
went forth, cast a doubting glance at the distance twixt earth and sky ? Thou art 
the Lord of the world; whom else shall I seek ? 
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Tali Adi. 

M = J = 96. 

/ Pallavi. 


Kirtan. 


Sri Tyagarajasw&mi. 


/ Pallavi . / 1 —| _ — L - - 1 -,-^ .- nr -| m*m / 

^ ^Na*gu mo-rau ga-na-le-ni Na ja - li de - li - si - ^nannubro - - - va ra - da . . Sri Ha.crlinvn.wt nl J 


. RaghuvaranI . . 


/ Anupallavi. 
^ ' ‘ 
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/ / Charana . ^ / 
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3 









WTO JifasR *3<T 

v9 


AWT ftfn TJ3T 

XI "vD 


TW rTT (Tfa 


0 Rama, Lord of Lakshmi, come nigh! Forget not this my plaint, succour 
me, Thou whose feet are worshipped by the great sages. Art Thou not the very 
fount of Mercy! 


Digitized byGoOgle 


Original from 

INDIANA UNIVERSITY 




Generated on 2012-04-10 23:02 GMT / http://hdl.handle.net/2027/inu.39000005832907 

Public Domain in the United States, Google-digitized / http://www.hathitrust. 0 rg/access_use#pd-us-g 00 gle 


KIETANS 


57 


Arohana, 


Avarohana . 


BANGALA (Mela 24). 

Kirtan. 

Tala Adi. Pallavi. 
M = J = 96. 


Garbhapurivasar. 


r\, _ , I Avwrunujui. = J = tfO. 
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/ Anupallavi , - 

« r ^r--zU 


-(•-pf 


=fe£~t 




e~* 


prr-m- 


/ 


/ 




fj 


Ma - ra - ma ra-ma-na Ra - 


/ ESSAmM 

ma . . . Ra ' Ma - ru - va-gu vi - ni na ma - na - vi cha - - ko 


ra 



^ Ra I Ra! . . Ra - - ma Ra-vi-ku-la So - ma. . . . / Va¬ 
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pa 


- da 




Ma-ru-va - gu vi - ni nan-nu 
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ra - da / Ka - ru - na ka - ru - dau . . 



m - vu 
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Va - ra - gar-bha-pu - ri va - sa na to - va da . . / Ra! Ra! . . Ra 


ma Ra- vi- ku - la So - ma. 
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4 

^^5 


^rr 


5 


Supreme joy is thine, O Mind! to meet them who have 
happily become devotees of Kama. Words indeed fail to describe 
it. By actual experience alone can it be comprehended. 


sfitwrae ttr 

Uf?*I (r| J |ob s 

vjtH 

TTI| ^ft 

*rit 

Great is the fascination of this wood! Behold the monkeys 
flitting from branch to branch. Hark to the sweet cry of 
peacocks. Yon lake enraptures the senses. 


SHUDDH BANGALA (Mela 22). 


4 Tala Adi. Kirtan. Sri Ty&garSjaswami. 

_ AroJiana. Avarohana. M = J = 96. Pallavi . / i—mmmm—m 
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Ra-ma-bhak-ti . . sain - ra - jya . . J. . Me mS - na - vu - la . 
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Anupallavi. 


. kab - - be - no mana' - sa A ma - na-vu - la . . . san 


-m-m 




■4-1 t hi— 




dar - - sana ' Ma-tyan-ta . . Brah ma-nan 


da - me 



- nu - bha - va ve - dya ■ 



- 1 1 H "H 



me Li-15-srish - ti . . ja • gat-tra • ya . . . mane . . Ko-la - ha - la Tya - ga • ra • ja - nu-tu dau. Rama-bbakti . . sam - - ra - jya. . . 

BIHAG (Mela 29). 

=*=P=£= 


pit 


Arohana. 
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Avaroliana. 

—— -W- 


zt 
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Tala Eka. 

M = J = 186. Cliarana . 


Kirtan. 








In-da vanam en - na kakshi - yo . . . marangali - le - ri - ya Korangagal pa-ya . . Mo-rakkalegal sa-yaMai - li ningal ku-va Van-dinamkan 


4a-yi 





O - dayai pa - ra-di . . un -ni-ta me - dai . . A - di-le rendu ka-daiA-nain durukkam ja-dai Ar-bbuta malar - va - dai. . . 
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6 

^ TT^T ^ trT 
^f^rr 

TTffTfT 

v9 

Srfapi UFf HSR 

f<R ^ fa- 

*Rt ^t»T§ 

TTcT 

■c?f?Trr *TR HTfacT 31HFR 


Hast Thou not yet deigned to take pity on me ? Why this indifference, Thou 
Light of the Fallen ? Behold one who has always listened to Thy holy chronicles; 
immersed in devotion to Thee, praying Thee to ward off my anxieties. Why this 
attitude ? Art Thou not the saviour of the fallen, and protector of Thy devotees, 
Who gavest Thy blessing to the Great Elephant ? 
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CHAKEAVAGAM (Mela 16). 


mu 


Arohana. 






5=t 


Avarohana. 

-r 


Tala Adi. Kihtan. 
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7 
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Deem it meet to protect me now. O Rama, worshipped of Brahma and the 
gran ter of all human desires. Art Thou not known as the great Protector ? Show 
Thy mercy to Thy servant prostrate at Thy feet. 
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DEVAMANOHARI (Mela 22). 
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firo mm 
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O Father, without Thy mercy I can no longer bear my affliction. I have 
vigilantly served Thee and have subdued my senses and directed them towards 
Thee. Thou of unshakable Valour! 
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C vO 


s9 

^ ^TFUT^T* II 
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Now is the time; let Thy kindness rain upon me, O son of Dasrath (Rama). 
Thou biddest Fear depart. The lotus born Brahma, by Thy help, gained release 
from his afflictions, Thou Soul of Beauty. Grant me one word of encouragement, 
and I shall seek no other help. Once mine eyes have seen Thee, to guard the 
treasured memory of that blissful sight shall be my constant care, O friend of 
Tyagaraja. 
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GANAVARITI (Mela 35). 
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Is it for the human mind to uncover Thy mystery, Almighty God? The 
human mind coloured by Tamasa and Rajasa ? (spiritual darkness and unceasing 
change). 
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GARUDADHVANI (Mela 29). 
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TOfa ^T<nfo 

^clufnTSj f^fcT ^tf^FT 5RT^d 

forest 

f^^J^RWTrr 

^pfTrVR^ftUTT 


IWSR^tj 'srSRfTT 


4TTft 
fatcTT 

^tt^3Rm*hn^C *cTT^Tt 

I adore Sri Ganpati of the Elephant Face! The Bestower of 
Boons. The creator of the universe. Him who wards off all 
obstacles, adored of deities and conqueror of the senses. Who 
was worshipped by the great Agastya of old. 
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HANSADHVANI (Mela 29). 
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^tfafiEFT 2RW 5^5 cTTcFT^T 


Beloved of Sri Lakshmi! does not Thy heart melt toward me, Saviour and 
beloved of Brahma and all the Gods ? Bestower of Boons, Lord Venkatesh! Why 
feignest Thou forgetfulness ? Ponder over Thy pride of ancestry. Was not that 
Fountain of Pity, Maharaja Shibi, Thy forbear who sacrificed his own flesh (to the 
eagle in pursuit of the sparrow ?). 
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Mind, go forth! bring the divine Mercy, so may we enter into eternal bliss. 
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HARIKAMBODHI (Mela 28). 
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Protect me, O Sankari (wife of Siva), bestower of blessings! Thou hast 
destroyed all demons, even the great Mahisha. Thou art the delight of the sages. 
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JANARANJANI (Mela 29). 
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Pan-di-ta Sri Guha Da - sa po - shi-ni su - bhu-sha-ni ri-pu-bhi - shani va-ra-bhu*shani Pa - hi mam Sri Ra-ja-ra - je - - £va - ri. 
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, i ,, S —. . 




frt^TT 

VO 
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Why dost Thou hide Thyself, O Raghava? Thou who art manifest in the 
sensient and the non-sensient! Mightier than the mightiest! Thou whose eyes 
are the sun and moon. I have realised all this in my heart and I seek Thy 
protection. X dare not seek another. Save me, O Lord! 
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JAYANTA SHRI (Mela 20). 
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O Eama, I am not “anatha” (helpless). Thou art “anatha” (without an 
overlord). So say the Scriptures, and so declare the wise. 
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JINKALA (Mela 22). 
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Hail to Thee, Sri Venkatesh! ornament of the Raghu race, king of kings. 
Hail to Thee, Saviour! destroyer of demons, Lord of Sita. Thou hast quelled the 
pride of Parashuram, and indescribable is Thy prowess. 


Di 


gilized by GQO^Ie 


Original from 

INDIANA UNIVERSITY 






Generated on 2012-04-10 23:13 GMT / http://hdl.handle.net/2027/inu.39000005832907 

Public Domain in the United States, Google-digitized / http://www.hathitrust. 0 rg/access_use#pd-us-g 00 gle 


KIRTANS 


83 


KADANAKUTUHALA (Mela 29). 
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Hail to Thee, O Rama, the delight of all the worlds, the great Sesha is Thy 
throne. Mother Earth is Thy consort, Brahma is among Thy bards. Thou hast 
freed this world from Tataka and many a demon with Thy invincible- bow. 
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Wilt Thou not be merciful and save me, Thou adored of Holy Ones ? Have 
I not reposed my trust in Thee, Thou Saviour of the Krauncha birds, of Thy 
worshipper Pralhad, and many beside ? 
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KAMAVARDHANI (Mela 56). 
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20 
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TT3TTTTOT fag 
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^Kwfafar fafa gfe 
^prrfa ^rfa TOfa 


Trfa wrcvrg sSNHf* *sz 

*5ffaTTO tow tot 

nO 

^vmn vfmm 

But for our Janaki (Sita) wouldst thou be a Maharaja, 0 
king of kings. Had not thy beloved hesitated, when raped from 
the forest by the wicked Bavana, to destroy him with the fire of 
her eyes, the world would have called thee Ravanari (the foe of 
Bavana). 
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21 

TO3 4r<5$3T 

tfcrftrfa *tft3 


^fhfr 

was* ftifn* 

, 5ft«81 Writer faftjWTfai ^*T5f»TTOjpT 
nfaT WF* fJTC TOW ^TORT 

Frown not on me who sing Thy praises, 0 merciful 
Nilkantha (Siva). Touched by the charming words of the 
youthful Markandeya, Thou heldest forth the hand of protection. 
Again, when the churning of the ocean brought forth the deadly 
kalakuta, and the gods, daring not to swallow it, implored Thine 
aid, Thou drankest it without a word. Such is Thy mercy, O 
Nilkantha. 


21 
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KAMBODHI (Mela 28). 
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22 
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W5 

ffTO R* TO* TOT 

totot f to 
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TO SftTOfa TTO tfa 

TO* 3IRTRTO 


What God resembles Thee, O Rama, master of all policy. Ravana, blind 
worshipper of Siva, could not know Thy greatness. Thou gavest him wise counsel. 
Nay, Thou even offeredst Ayodhya to him for ever, but he in his pride would not 
listen. The brother (of Ravana), who fell at Thy feet, Thou madest king, and 
vanquished Thy proud foe, O Rama. 
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KAPINARAYANI (Mela 28). 
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Whither shall Thy devotee go, O Yadivela (Subrahmanya) ? Does it become 
Thee to mock my affliction, O son of Siva ? Send forth Thy mercy and succour 
me, O Lord. I can bear this no longer. 
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KARNASRAVYA (Mela 29). 
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24 
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What is Thy ordinance, 0 Hama, Thou of Saketa; is it known to the enshrined 
Lord of Creation, Brahma, sprung from Thy navel ? No, it is beyond even His ken. 
O Thou whose seat is the inner consciousness of Man! Thou art the great witness 
and lawgiver of the Universe! O Almighty Venkatesh! 
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KHARAHARAPRIYA (Mela 22). 
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Roll the betel leaf, O Love, and leave me not, O daughter of Earth. 
Spice the betel, and give it with Thy Love. 
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Shower Thy mercy soon, O Rama! My heart yearns for Thee, as the ocean 
for the moon. Never to be a slave to the passions, and never to grieve, these are 
the lessons of Thy holy life. 
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Hast Thou not said, 0 Lord, “ Of what profit is it to make My glory manifest 
in this kali yuga, to these Earthly sovereigns consumed by pride of race ? ” The 
world is the arena for the strife of selfish humanity. 
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O Thou conqueror of the earth and tamer of the flood. Destroyer of the 
enemies of the Gods. Thou art the axe at the root of all primeval sin. O Rama, 
who hast snapped in twain the bow which Thy compeers could not bend even in 
their dreams. 
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Forgive me my trespasses and bless me. Hear my prayers and grant me the 
boon of perfect vision. Have I not urgently implored Thee to protect me ? Lose 
no time, for I yearn after Thee, O Venkateshwar! 
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30 
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*T^TRPR3r ^ t^rl ff ^ ^JT 


0 thou beautiful Kuraara. Are the maids of the wood more charming than 
thy celestial damsels ? Why dost thou tenderly gaze at yon bower of creepers ? 
Art thou not aware that the great Sesha brooks no entanglement; or may it not 
be that the ways of love are unfathomable! 
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Wilt Thou still not hear my cry, O Kama ? Hear me now. I depend solely 
on Thee. Hear me soon. Thou art spotless and merciful. Didst Thou not 
appear, in the abundance of Thy mercy, at the word of Prahlad. 
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32 
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Enshrine Thyself in my heart, utter a few kind words, and thus ward off my 
fatigue, O Lord of the World. Forgive my failings in Thy service. Forgive the 
faults of my tongue. Grant me Thy mercy and I shall be mighty. 
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O Rama, O Sliri Venkatesh, when shall I receive Thy grace ? One glance 
will suffice. To me Thou art father, mother, guru—everything. My heart yearns 
for Thee. 


Digitized by CiOO^Ic 


Original from 

INDIANA UNIVERSITY 




Generated on 2012-04-10 23:38 GMT / http://hdl.handle.net/2027/inu.39000005832907 

Public Domain in the United States, Google-digitized / http://www.hathitrust. 0 rg/access_use#pd-us-g 00 gle 


KIKTANS 


115 


MUKHAKI (Mela 22). 


33 


p§§ 


Arohana. 


Avarohana. 


j~nr"n r 


Tala Adi. Kirtan. 

M = J = 48. Pallavi. 

' 


Patnam SubrSmani Iyer, 










/ 






3=P 






s 


Eppucju kfi- pa. ga-la- gu-no . . i-naku-la ti - la - ka 1 ni, 


TT^ » 

- %0-f- —d--'—P-—•—1- m— —1 F- 

-1»- 

—1—1—1——- 


i.......-=*== i»rf te= 

—i—i i i n i— j— i—i— h 

ntn-bH*-F+- 

-fc— 

1 -r—P 0 r 







Ep-pudai-na - ki . . . kan-ta . . . ju-chi-te cha - lu . . na ni . '. . En-chi - te ■ ni . . . chS-la . . . .nam-miyun - 



i ll' ■ r l r r f - 

i ~S^ sSSBS j 

ra . . n5 . . • pai. . . ni Eppudukp-pa-ga lagu no . . i- na-ku-la ti • la - Ka. ‘ 

I 2 


Digitized by Google 


Original from 

INDIANA UNIVERSITY 









































































































































































Generated on 2012-04-10 23:38 GMT / http://hdl.handle.net/2027/inu.39000005832907 

Public Domain in the United States, Google-digitized / http://www.hathitrust. 0 rg/access_use#pd-us-g 00 gle 


116 


THE RAGAS OF TANJORE 


34 
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O Vishnu! Even now cast one merciful look towards me. How beautiful 
Thy form, and how great Thy mercy. O Venkatesh! worshipped of Vayu, and 
leader of the Yadavas. 
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O Lord of Lakshmi, to me, devotion to Thy feet is the essence of life. Raise 
up this forlorn one. Did not the great Indra and many a god worship Thee and 
become mighty ? 
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Behold Shri Rama in state! How like the moon and the Rohini He looks 
with His consort! How ravishing the celestial damsels in attendance! 
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37 
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I worship Thee alone, reclining on the mighty Serpent. I dare not pray to 
other gods. But for Thee, holy ablutions, penances, meditation, trance, no 
happiness would bring. Wert Thou not the object of worship, these tribulations 
would be empty forms, O Lord of Sita, Saviour of the World, adored of Tyagaraja. 
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NATTAI (Mela 36). 
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sfbnfaft to? ^ 


to ^ HTOcTt 




Grant my boon, O wielder of the bow, O father of Brahma, Lord of Lakshmi. 
Degrade me not in the eyes of my companions. Save me with alacrity, slayer of 
the Demon and rescuer of the Elephant. 
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flfwT 


3^ hi? snrroHfir 

STFRTHTJm 


Face to face have mine eyes seen Shri Rama with His train. Tears ran down 
my cheeks for very joy, and when I tried to speak, “ Fear not, I shall save you,” 
were the comforting words that fell from those lips. 
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!= J = 48. Pallavi . 
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ScTcR «R 

tfrftrT 5RTlW 

mmi 
*rft 

What fruit beareth mere learning ? O Mind, why dost thou 
run after knowledge ? Grant that thou hast learnt all sciences, 


spiritual and earthly, what availeth it all, without the mercy of 
Shri Yenkatesh ? 


I 41 

trf 3 E 

| fara 

! rT%r%3R7? 

Great is the mighty God Kartikeya, enthroned on the peacock 
His vehicle. 
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Anujiallavi. 
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This Raga is looked upon as a variety of 
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^5 


^TT 

^ N*> 

?tt^ fw Hfkftr 

*TT3 SrPTCTSPJfl 


Why dost Thou not lead me into the Light? Where shall I go, beloved 
Eama ? I cried after Thee in the wake of others. But alas, Thou art fruit beyond 
my reach. I learnt the fourteen sciences even and unravelled the tangled skein 
of philosophy. 
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SHANKARABHARAN (Mela 29). 

42 
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43 


Where else shall I seek protection, O Rama ? Need I reiterate this at every step ? 
Forlorn am I, ward off my woes, O Master! Thine own heart tells Thee that I 
have thrown myself on Thy mercy. Does it become Thee not to save me ? 
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SHANMUKHAPRIYA (Mela 56). 

Arohana. Avarohana . Tali Adi. Kirtan. Patman SubrSmani Iyer. 
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to 

UTfa TTH^dt ^Tq 

\0 N® 

\D ^ \ 

35TU Tfr^nr^fT 

f^wwsfir 

. £Z ~N *S . .. 

•4r<rt ^IT J RNHrltHcl( 

Are there not great ones in this wide world to protect the 
afflicted ? Who in this ocean of life can voice to Rama our distress, 
who can relate all the misdeeds of human friends; or all the tricks 
of this array of senses or of the erring human mind ? 


45 

fhxnrR mm 

fm ^ri % ^ 

^ rf 

N, 


Behold the god Cupid shooting from his bow his five petaled 
arrows; by his side his able helpmeet Selena. The gentle zephyrs 
from the coconut trees follow in their wake, while fond damsels 
in their vanity exclaim, “ What power we have o’er Man! ” 
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Arohana. 




SIDDHASENA (Mela 22). 
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vj> 


■^sr 

nfcT 31T*TTT5RcTT 


My heart yearns after Thee, O Lord! I made my supplications to fools and 
went astray! Lead me aright. Behold this Thy servant at Thy feet. Thou art 
my Saviour whatever betide. 
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SRIRANJANI (Mela 22). 
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47 











Ornament of the Raghn race (Rama), where else is delight except in Thee? 
Thou in whom are centred self-control and all virtues beside. Great indeed is 
the fortune of the Gods who discovered the charm of Thy name, Rama (one who 
delights). 
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Arohana . 






SUBHOSHANI (Mela 28). 
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48 

<TOT TR 
g«fFT ^ 

Can I forget Thee and live in this kali yuga, 0 Rama, when 
I am well-nigh drowning in the ocean of the senses ? To me, who 


look upon piles of wealth as so many clods of earth, nay, as a poison 
whose very touch is defiling, how could there be forgetfulness of 
Thee ? 

49 

wifrTt 

H«IWt fdnl^36 


Would I ever forget Thee ? I would rather lay down my life. 
Wouldst Thou forget me ? Even so, Thy mercy will never forsake 
me. True it is, O Subrahmanya. 
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/ Anupallavi. 
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JAVLI. 


50 





sigg ^ ^ ^ 


5^5 




Why this reserve towards me, O beloved ? Art thou afraid to speak to me ? 
Abandon fear, and give me one sweet kiss. 
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KAPI (Mela 22). 
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KAVADICHIND. 

^ 33 

TFT 

ftitf? faftin§u 


How charming the scent! How sweet the honey! What tiny delights these 
ripples! How gorgeous this peacock with his myriad rayed feathers! 
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T1RUVARUTPA. 

52 

x v*> \ 

Let Thy mercy guard me for ever, () God! May I ever consort with the wise, 
may I be one in word and deed, and may I never be tempted to tell a lie. 
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